
Miisa Lehto & Samu Salovaara 
Master's Thesis

Study of Co-creation



Note to reader:

This thesis is divided into three books; two individually written books 
containing the theoretical study and a jointly written third book docu-
menting the process of co-creation. For the sake of clearness, all three 
books are incorporated within these covers.



Study of Co-creation
Books I–III

Miisa Lehto 
Fashion, Clothing and Textile Design 

Department of Design

&
 

Samu Salovaara 
Visual Communication Design 

Department of Media 
 

Aalto University 
School of Arts, Design and Architecture



 2.1 Exhibit A: Trout Mask Replica    53

 2.2  Exhibit B: Bubbles      57

3 Literature & Theory       60

 3.1 Mystical Individual      60

 3.2 Essence of Art      63

 3.3 Core of Collaboration      65

References         67

LOVE AND DEATH, STUDY OF CO-CREATION 
BOOK III: PROCESS

MIISA LEHTO & SAMU SALOVAARA

1 Process        76

 1.1 The Plan       76

 1.2 Manifesto       78

 1.3 The Dialogue       79

 1.4 The Diaries       98

 1.5 In Action       116

 1.6 Analysis       127

2 Conclusions        136

 2.1 Apart        136

 2.2  Together       139

References         141

LOVE AND DEATH, STUDY OF CO-CREATION 
BOOK I: LITERATURE & THEORY

MIISA LEHTO

1 Introduction         16

 1.1 Structure       18

 1.2 Methods       19

2 Collaborations       22

 2.1 Exhibit A: Observing The Beatles: Get Back  22

 2.2  Exhibit B: The Story of Marina Abramovic & Ulay  25

3 Literature & Theory       28

 3.1 Nature of Co-creation     28

 3.2 The Creative Mind      33

 3.3 Through Craft      36

References         38

LOVE AND DEATH, STUDY OF CO-CREATION 
BOOK II: LITERATURE & THEORY

SAMU SALOVAARA

1 Introduction         48

 1.1 Structure       49

 1.2 Methods       50

2 Collaborations       53



Book I
Literature and Theory

Miisa Lehto

Study of Co-creation



LOVE AND DEATH:
Study of Co-creation

Book I:

LITERATURE AND THEORY

Master’s Thesis

2022

Miisa Lehto

Fashion, Clothing and Textile Design MA

Aalto University School of Arts, Design and Architecture

Department of Design

Supervisor: Maarit Salolainen

Advisor: Hilkka-Maija Fagerlund



	

Aalto University, P.O. BOX 11000, 00076 AALTO 
www.aalto.fi 

Master of Arts thesis abstract 
	

	

 
Author  Miisa Lehto 
Title of thesis  Love and Death: Study of Co-creation 
Department  Department of Design 
Degree programme  Master’s Programme in Fashion, Clothing and Textile Design 

Year  2022 Number of pages  135 Language  English 

Abstract 
English 
 
This thesis examines the creative potential of collaborating within the fields of art and design. As 
designers are recently gaining new tasks of listening and understanding the ever-changing social 
environment around us, a new demand to demystify creative process also emerges. Participating in 
a co-creative practice can be viewed as a step towards the demystification, as participants are re-
quired to understand each other accurately in order to generate creative outcomes. Co-creation pro-
vides an artistic philosophy to guide the motivation of participants, and it adjusts the goals of the 
practice. 
 This thesis is made in a collaboration with Samu Salovaara, a Visual Communication 
Design MA student. The aim is not only to demonstrate a “mutual knowledge” or how to achieve a 
certain sociocracy in the design process, but instead showcase co-creating as an artistic philosophy 
and participate in an active self-analysis. In this thesis we use the term ’co-creation’ to describe all 
the stages in which we have participated in a collaborative practice. We use practice-led research 
approach and conduct in an action research through written dialogue discussions, artist diaries and 
careful documentation of our creative practice. The physical end result of our co-creative journey is 
an art installation of a ‘Woven room’, which is later named ‘Love and Death’. 
 During our shared process of creating the installation, we learn that co-creating is not 
a simple practice and the process can not be demonstrated linearly. Co-creation consists of nuances 
which move and affect simultaneously on different aspects of the practice formulating multiple nar-
ratives that eventually guide the process.  
 
A necessary note for the reader: This thesis is made in collaboration and it is divided into three 
books. All books are intended to be recognized altogether. The first two books consist of Lehto’s 
and Salovaara’s separate background and theory to the subject. The third book is partially written 
together and it is indicated within the text whether the author is L (Lehto) or S (Salovaara). The 
third book consists of a shared process of creating the art installation. It includes, dialogues and di-
aries, and the end conclusions of our thesis work.  
Keywords  co-creation, collaboration, practice-led, jacquard weaving, textile design, visual com-
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Tiivistelmä 
Suomeksi 
 
Opinnäytetyö tutkii ja kuvaa, millaista luova yhteistyö voi olla sekä miten yhdessä suunnittelu ja 
tekeminen näkyy taiteellisessa prosessissa. Käytämme tässä opinnäytetyössä käsitettä yhdessäluom-
inen kuvaamaan niitä kaikkia vaiheita, joita olemme yhdessä prosessoineet ja rakentaneet in-
stallaatiotaideteoksen luomiseksi. 
 Nykypäivänä suunnittelutyön vaatimukset ovat lähentyneet sosiaalisen kulttuurin sekä 
ympäristön tarkempaa ymmärrystä. Taiteellista suunnittelutyötä on perinteisesti pidetty mystisenä ja 
individualistisena prosessina. Tässä opinnäytetyössä on pyritty myös vastaamaan tähän haasteeseen 
tekemällä taiteellinen suunnitteluyhteistyö ja sen prosessit näkyvämmäksi.  
Suunnittelijan osallistuminen yhdessä tekemisen prosessiin haastaa luovan tekijän ymmärtämään 
sekä kuuntelemaan muita tekijöitä konkretian tasolla yhteisesti asetettujen luovien tavoitteiden saa-
vuttamiseksi. 
 Tämän opinnäytetyön ja suunnitteluprosessin keskiössä on kommunikaatio, vuoropu-
helu, dialogi sekä avoin keskustelukulttuuri tekijöiden välillä, joka voidaan kokea askeleeksi kohti 
suunnittelukäytännön selkeyttämistä ja sen mystifioinnin hälventämistä. Opinnäytetyön yhtenä kes-
keisenä oivalluksena on, että yhdessäluominen ja yhdessä suunnitteluprosessissa oleminen antavat 
suunnittelutyölle eräänlaisen taiteellisen filosofian, joka ohjaa tekijöiden motivaatiota sekä muok-
kaa luovien yksilöiden yhteisiä tavoitteita tuoden esiin uusia näkökulmia. Lopputulos on näin myös 
moniäänisempi. 
 Opinnäytetyö on toteutettu yhteistyössä Visual Communication Design maisterio-
piskelija Samu Salovaaran kanssa. Työ on samalla molempien opiskelijoiden maisterin 
opinnäytetyö. Opinnäytetyön tavoitteena on esitellä yhdessäluominen taiteellisena filosofiana sekä 
osallistua aktiiviseen itseanalyysiin yhteisen prosessin aikana. Opinnäytetyö on laadullinen, jossa 
kuvataan sekä taiteellista yhteistyöprosessiamme että toteutetaan kudottu installaatiotaideteos.  
Lopullista taiteellista produktiota kuvataan omana prosessina, jossa hyödynnetään tekijöiden di-
alogeista, päiväkirjoista ja dokumentoinnista kerättyä materiaalia. Kudottu installaatiotaideteos sai 
nimekseen ‘Love and Death’. 
 Yhteisen prosessin aikana oivalsimme, että taiteellisessa yhteistyössä ja 
yhdessäluomisessa ei ole yksiselitteistä tapaa toimia, eikä prosessia voi  kuvata systemaattisesti 
etenevin tai ennalta suunniteltujen keinojen avulla. Yhteistyössä luominen ja suunnittelu koostuvat 
useista  pienistä osatekijöistä, kommunikaation moninaisista vivahteista sekä muuttujista, jotka 
vaikuttavat yhtäaikaisesti koko prosessissa. Yhteistyön luomat useat päällekkäiset narratiivit 
ohjaavat ja säätelevät prosessin kulkua tehden jokaisesta yhteistyössä toteutetuista prosesseista 
lopulta yksilöllisen uniikin tapahtuman. 
 
Ohje lukijalle: Tämä opinnäytetyö on tehty yhteistyössä ja se on jaettu kolmeen kirjaan. Kaikki 
kolme kirjaa on tarkoitettu huomioitavaksi yhteisenä kokonaisuutena. Kirjoista kaksi ensimmäistä 
sisältää Lehdon ja Salovaaran omat kirjallisen tutkimuksen osuudet, ja niissä käsitellään 
tämänhetkistä tietoa yhdessäluomisesta suunnittelun, taiteen ja tieteen aloilla. Kolmas kirja sisältää 
osittain yhdessä kirjoitettuja osia, joissa vastaava kirjoittaja on osan alkuun merkitty L (Lehto) tai S 
(Salovaara). Kolmas kirja käsittelee myös yhdessä luotua prosessia, jonka lopputuloksena valmistuu 
kudottu installaatiotaideteos. Kirja sisältää dialogisen vuoropuhelun, taiteilijapäiväkirjat, prosessin 
kuvauksen, sekä lopulta molempien tekijöiden loppupäätelmät opinnäytetyöstä yhdessä ja erikseen. 
Avainsanat  yhteissuunnittelu, yhteistyö, taiteellinen luominen, käytännön ohjaama tutkimus, jac-
quard-kudonta, tekstiilisuunnittelu, visuaalisen viestinnän muotoilu, installaatiotaide, sovellettu 
tutkimus 
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1. Introduction

We cannot design alone as design needs a purpose. Design is not happening 

in the past or the future, but instead constantly evolving as our society gains in 

complexity. Design, as much as art, acts as a reflection of society. Today, there 

is increasingly higher demand to understand each other, to learn about each 

other's motives, beliefs and behaviour. Designers need to stay relevant in the 

ever-changing world and recognize the possibilities of co-creating and learn-

ing from each other. As design needs a purpose, it is not only about objects, 

out comes or problem solving. Researchers are recently showing that design 

is now used in a context of understanding, listening and asking (Muratovski, 

2016).

Muratovksi (2011) explains that today, design is more likely seen as a stra-

tegic resource. The introduction of research in design field has encouraged 

designers to acknowledge and question their common practices. On the con-

trary, design is still in many cases regarded as a "mystical gift". As appealing 

as it sounds, it is a commonly knows issue and often backfires in the artistic 

process, and eventually questions the validity and accountability of the profes-

sion (Muratovksi, 2016). From a design research point of view, it is important 

to demystify the process of designing.

Collaborative design process can be off-putting and experienced negative-

ly as it usually puts less weight on intuitive working, personal exploration, or 

"mystical" design thinking in comparison to working alone, and having an 

individual mindset. However, being able to collaborate is an important part of 

design and art. Collaborative working can provide us a better understanding 

of the overall design practice. The roles designers take in a teams, not only 

skill-wise but socially and emotionally, reflects the process and decision mak-

ing. Collaborative working methods demand us to understand, listen, and ask 

of each other as designers and artists. It can also be an effective way to analyse 

the artistic process, and therefore grow a better understanding of the design 

practice itself.

THE RESEARCH qUESTIONS OF THIS THESIS ARE:
How does co-creating as an artistic philosophy generate better understanding of 

the design practice itself?

What possibilities does co-creating bring to the artistic process in relation to 

working independently?

This thesis is made in a collaboration with Samu Salovaara, a Visual Com-

munication Design MA student. I have been lucky to establish a collaborative 

relationship with Salovaara throughout the years, as well as a close personal 

one. We often work together with a "never agree to disagree" mentality in our 

shared studio. Over the years, we have worked together in several different 

projects such as illustrations, woven fabrics, concept design, album covers, 

video production and music.

Working as a collaborative team allows us to explore and reflect our artistic 

aesthetics and design methods in a vast context. The research subject is theo-

retically simple and straightforward enough, with elasticity and large enough 

scope to work as a background for the personal interests and exploration as 

a designer. Co-creating, both as a concept and as an artistic reference, is an 

endless source of inspiration in itself.

The fields of art and design express a significant gap in the research of 

how to work collaboratively, gain a mutual design thinking and yet contin-

ue the process in a transdisciplinary manner. This gap becomes well known 

during the master's studies of Fashion, Clothing and Textile design at Aalto 

University. Just in about every course, if not requires then at least encour-

ages, to work in groups. However, the curriculum of this program excludes 

the knowledge of how to work in groups and why. In my experience, design 

students are left oblivious to the great potential of working collaboratively, but 

most importantly understanding, listening and asking. Group efforts in such 

projects are easily in the pitfall when it comes to having conflicts of interests, 

unreasonable expectations and vague artistic visions, but most tragically, lost 

motivation.
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As much as anything can be really titled as "new", the contribution of the 

thesis will probably not bring new knowledge to the field. We do not aim to 

provide exhaustive solutions or definite answers, but to ask questions and ar-

range another point of view. However, this research aims to be beneficial for all 

designers and artists working in a creative field. We highlight, that the impor-

tance of collaborative design process does not limit to certain fields. Working 

efficiently and professionally as a designer or as an artist requires inspiration, 

motivation and sometimes, seeking the unknown outside one's comfort zone.

1.1 Structure

It is important to recognise that this thesis is divided into three books. As the 

thesis is made in collaboration, and we are researching collaborative methods, 

it is only justified to produce the physical outcome with written parts together 

collaboratively. In the first two books of this thesis, we conduct our separate 

reviews on the current knowledge of co-creative representations, as well as 

literature and theories on the subjects.

The first two books (Lehto's and Salovaara's), consist of background in-

formation and the current knowledge around the topic. In chapter 2. of our 

individual studies, we have chosen different set of artist collaborations as ex-

amples for closer inspection. These exhibits are chosen from each of our own 

special interest towards co-creators. It is necessary to showcase, observe and 

recognise these artist collaborations and co-creators to gain a better under-

standing of what is.

In chapter 3. literature is reviewed to examine different phenomena of 

co-creating. The literature used in this thesis is gathered from the field of art 

and design research. It is chosen for the purpose of presenting experimental 

procedures, existing roles, patterns and approaches of working collaboratively. 

Theoretical frameworks from the fields of social and developmental psycholo-

gy are presented as the matters of a creative mind itself are addressed. 

The third book of the thesis presents data of our co-creative practice. In 

this book we proceed into a co-creative practice and define the plan of action in 

order to create an artwork. Here we use an applied research method and un-

dertake practice-led research approach. Practice-led research approach helps 

us to gain new knowledge with functional significance for that practice (Candy, 

2006, as cited in Muratovski, 2016). In practice-led research the artifact or the 

creative outcome is not in the main focus. However, it is appropriate to engage 

in a collaborative design/art process, with a tangible outcome, to be able to 

investigate and report the matters of co-creation first hand.

By the end of the third book, we have together come to the end of our 

process. The investigation journey continues to the analyzation of our results. 

At the end of this book we present conclusions separately and as a co-creative 

team.

1.2 Methods

The set of methods used in this research derive from applied research practice, 

which lets us to investigate and evaluate our own work (McNiff & Whitehead, 

2012, as cited in Muratovski, 2016). Applied research approach is primarily 

adopted from the field of art. It is purposefully used amongst designers to 

provide a clear methodology to justify the research. Applied research is in-

ner-directed, and before we dwell into the practice, we need to address where 

we want the research to take us. Yet, it is important to keep in mind that ap-

plied research approach is often used to investigate larger scale of complex 

issues, such as political, environmental and social issues, which may not lead 

into a simple solution. Conducting in an action research, as a type of applied 

research method, is necessary to maintain the study in the practice itself. The 

outcome may be experimental and eclectic, and critical self-reflection is re-

quired. 

Muratovski explains that applied research is divided into two categories: 

practice-based and practice-led. Practice-based research approach focuses on 

the outcome of the design process or the artefact. Engaging in such research, 
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the practitioner needs to build a relationship with the audience to form a deep-

er level of understanding. Often this means building a client-designer rela-

tionship. This method is traditionally called 'collaborative design' or 'co-de-

sign' (Muratovski, 2016).

If the practitioner has chosen a practice-led approach, it is often useful 

to actively engage with equal co-workers in the research and design process 

(Muratovski, 2016). This method is yet to be recognized or put in terms in the 

same level as co-design. For that reason we suggest using the term 'co-create', 

where designers or artists actively collaborate with fellow designers or artists. 

The term 'co-create' is used frequently in this thesis as we undertake this exact 

method.

Action research is powerful and one of the most commonly used methods 

in applied research. Benefits of action research offer possibilities for practi-

tioners to have control over their work, and also gather knowledge and devel-

op their practice in the direction that better reflect what is important to them. 

At the beginning of action research is the premise that practice can and should 

be changed, consequently action research is an act of optimism (Crouch & 

Pearce, 2012)

A project conducted by action research proceeds in a spiral manner where 

the cycle of planning, acting, observing and reflecting leads to results and 

systematically documented process of creation (Muratovski, 2016). Because of 

the natural flexibility and openness of action research it is especially suitable 

methodology for a design project with an undefined outcome (Swann, 2002 

as cited in Crouch & Pearce, 2012).

In this thesis, the action research is conducted via written dialogue dis-

cussion, artist's diary logs and further written documentation on the spot of 

our practice. The dialogues are written in a "chat" style, where we actively and 

spontaneously respond to each other's writings in real time. The written dia-

logue mimics a spontaneous conversation, and we aim to catch each other's 

points, emotions and opinions to gain better understanding of our practice. 

The dialogue action aims to gain pristine data of our co-creative practice.

The artist diary logs carry meaningful information of our own patterns 

of thinking. Even though we conduct research of our co-creative practice, it 

does not serve a purpose to completely lose individual perspectives. Taking on 

co-creating as an artistic philosophy means that we consider each other and 

the purpose of co-creation, even when some tasks are done individually. Artist 

diary logs investigates our co-creative practice through personal lense.

In this thesis it is an important goal to try to understand the working 

structures that take place in our collaborative journey. The approach of this 

research touches base with phenomenology and its research methods. Phe-

nomenology, which is more commonly used in humanities studies, aspires to 

present data equivalent to the object. This type of research philosophy is espe-

cially interested in finding the core element of the object, while observing the 

researcher's own experiences and understanding. In other words, this thesis 

studies the experiential understanding and aims to present it as precisely as 

it appears.
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2. Collaborations

This chapter exhibits two different types of co-creative teams. The subjects are 

chosen for my own special interest towards these creators and their work. It is 

important to recognise these artistic collaborations to address co-creating fur-

ther along. Exhibit A presents an observation of The Beatles' creative process 

in 1969, while exhibit B tells a story of the artist couple Marina Abramovic and 

Ulay during 1976 to 1988.

2.1 Exhibit A: Observing The Beatles: Get Back 

A docuseries The Beatles: Get Back (2021) directed and produced by Peter 

Jackson covers roughly eight hours of unseen studio footage and audio ma-

terial of The Beatles creating, writing, and recording of what ended up to be 

their final studio album Let it Be (1970). The recently released and praised do-

cuseries is especially interesting from the point of co-creating since it consists 

of authentic spontaneous interactions and performances between Paul McCa-

rtney, John Lennon, George Harrison, and Ringo Starr as their artistic visions 

connect, collide, adjust, and discharge. The docuseries is an impressive object 

of observation since it allows the viewer to become a "fly in the ceiling". In-

terestingly enough the docuseries, which was originally reconstructed from 

60 hours of footage, questions the general ethos of "the better the group is 

functioning, the better the results".

The band, the producers, managers, assistants, camera men, and an ex-

cessive technical crew is all gathered in a London film studio in January 1969 

to rehearse and write new songs for an upcoming TV-concert. The tension is 

running high from the beginning since the band members have different vi-

sions and expectations for the end result, the TV-concert. It is made clear that 

time in the studio is limited and expensive, but also physically unsatisfactory 

for some. Everyone's overall commitment towards the project is being ques-

tioned as the group tries to stay creative, and eventually continue to rehearse 

without a clear vision of the end goal. The decision to stay vague about the end 

goal of the project, may or may not benefit the creative process, but certainly 

does not help the communications between the band. 

Throughout the episodes, the creation of new songs follow mainly the 

same pattern: one member (often McCartney or Lennon) presents the main 

theme of the song by playing it and instantly others join in the creation. Within 

minutes the whole group is in the midst of a creative process where everyone 

throws in ideas for melodies, chords, lyrics, harmonies, and arrangements. 

McCartney expresses his dissatisfaction for the "confusion of creating" and 

stresses the need to decide what to play before playing it. On the other end of 

the collaborative spectrum is Harrison, who argues that only by playing they 

can decide which fits and which doesn't fit. This rises a discussion of what is 

the methodology to their creative process and what it should be. The whole 

group agrees that one of the goals for this project should be to improve their 

collaborative relationship as artists and as creators.

However, an incident occurs and Harrison feels strongly that his partici-

pation to the creative work is not taken equally compared to others. Harrison 

leaves the studio. The reasons for this crisis is not about the clashing of egos 

or aesthetic disputes, but simply a festered frustration for the lack of clear 

methodology. While Harrison is gone, there is an in-depth conversation with-

in the rest of the members about the generative nature of collaborative work. 

McCartney shares his vision of the importance of staying physically close to 

each other:

"As long as you're this close all day, so something grows. And when you're not 

this close, just physically, something goes." (McCartney, 1969, in Jackson, 2021,  

"Part 2: Days 8 to 16" 00:06:03-00:06:09). 

Soon after, the group decides to continue the project but in a different envi-

ronment this time. The change of scenery almost seems strategic as their col-

laborative relationships are instantly enhanced by the intimate new setting of 

a basement recording studio. In an acute need for piano arrangements, their 

group is joined by an American soul artist and keyboard player Billy Preston. 
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The presence of Preston creates a significant change within the group dynam-

ics. Bringing in a new collaborative partner in fact saves the whole project. 

While the creative work is flowing freely, the group is yet again highly motivat-

ed, and able to set a goal for the whole project itself. They decide to perform 

unannounced at the top of the building in a few days, which later becomes 

known as the successful The Beatles' Rooftop Concert, marking an end of an 

era for many fans.

Observing the docuseries from a point of view of co-creative practice, it is 

clear that the members have certain roles in the creative work. Each of these 

are equally important in the creative process, even though an unconcentrated 

observer could easily regard only those members who bring in "new ideas" to 

the table. The importance of each creative practitioner is especially demon-

strated whenever someone steps out of their implicit role: an unproductive 

chaos emerges. In a way their collaborative relationship is very stagnant in 

function, and bears only a very few changes within the roles of each practi-

tioner.

In The Beatles' collaborative relationship, there seems to be a repertoire 

of different words, sounds and movements that aid their creative communi-

cation. These signals are not further disclosed in the docuseries but in many 

cases, their meanings appears to be clear in between the creative practitioners 

as only they have the knowledge based on their experiences. Another sim-

ple phrase the whole group often uses is a general reminder that "We are a 

rock'n'roll band". It is used when things go right but also when things go 

wrong. An observer can quickly notice that this simple sounding innocent 

phrase appears to be highly charged. "We are a rock'n'roll band" communi-

cates the tacit knowledge of the group's initial vision of what their work should 

be. The use of this phrase demands the other creative members to check (is 

this what we want?) and to adjust (is this what you want?) their artistic vision. 

In a way, the phrase is used whenever in the need to unify and strengthen 

their collaborative practice.

Observing the docuseries, it is only evident what possibilities and improve-

ments can other individuals bring to the collaboration. If welcoming another 

creative individual into the creative process is necessary for better end result, 

it can in fact benefit the whole nature of collaborative work.

2.2 Exhibit B: The Story of Marina Abramovic & Ulay

In Marina Abramovic's memoir Walk Through Walls (2016), she describes 

the artistic relationship with her partner Ulay during the years from 1976 to 

1988. In collaboration they created a series of performance art which were 

often based on duality, but also an idea of "merging egos". Collaborating is 

essentially at the core of Abramovic's work.

Abramovic and Ulay had previous to their collaborative work, already 

been established as performance artist individually. Their artistic collabora-

tion started from a personal relationship. Abramovic (2016) explains that from 

the very beginning they felt a deep sense of unity together. They shared the 

same looks, same birthdays and same interests.. Eventually their collaborative 

work began to explore the conditions of feminine and masculine energy, and 

they started to call each other "glue" as an indication of a melded personality 

(Abramovic, 2016).

For nearly a decade, the two artists performed together in various exhi-

bitions and biennales. The performances often included bodily transactions, 

participation of the audience and self-inflicted pain (although the experience 

of pain was never purposeful in itself, but rather a method to achieve higher 

consciousness). Abramovic (2016) explains, that in the simplest form, many 

of their pieces were about letting of steam. Whether it was about slapping 

each other, or screaming at each other, it was about getting aggression out and 

discharging energy. For many years their collaboration was essential to the 

performance. Each piece somewhat tested the hypothesis of unity between the 

two artists. The sense of unity was bigger than any art and more purposeful 

than any performance. Abramovic (2016) explains, that it was never a rational 

decision to work together, but the sense of unity served as a great philosophy 
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to live by and to make art. 

In her memoir,  Abramovic (2016) recounts a breaking point, which later 

initiated an ending to her and Ulay's collaborative relationship. In the piece 

called Gold Found by the Artists (1981, later changed to Nightsea Crossing), 

Abramovic and Ulay sat across and stared at each other still for eight hours 

in silence. The piece was repeated 16 days straight, and during this period 

they fasted and did not meet or speak to each other outside the performance. 

According to Abramovic (2016), the piece tested whether or not it was possi-

ble to attain a new state of consciousness, and an ability to read each other's 

thoughts. Already after the first few days she began to hallucinate despite the 

tremendous pain of sitting still.

On the 10th day of the performance Ulay stood up and ended the per-

formance on his part. His body was in serious risk of injury and he was in a 

constant pain from sitting still. Abramovic wrote him a letter of encourage-

ment but also reminded him that performing for 16 days was a condition of 

the work and should be taken as a discipline. They decided to continue the 

performance until 16 days had passed but from time to time Ulay had to stand 

up and leave. For Abramovic, this was incomprehensible.

Abramovic (2016) explains that this particular occurrence made a crack 

into their collaborative relationship. Whenever Ulay had to leave the perfor-

mance, Abramovic stayed until the end. Ulay felt that in the means of solidar-

ity, the both should have gotten up and left the gallery. Instead Abramovic felt 

strongly that the integrity of the piece took precedence over personal consider-

ations. She argued that the work was holy, and their philosophy of unity came 

before anything else:

"I had given up working on my own for an ideal that I thought was higher: mak-

ing art together and creating this third element we called that self- an energy not 

poisoned by ego, a melding of male and female that to me was the highest work 

of art. I could not stand the idea that it actually didn't work." (Abramovic, 2016, 

p. 170)

The story of Abramovic's and Ulay's artistic philosophy falling apart can be 

seen to demonstrate the core dilemma of collaboration. The explanation for 

their deteriorating collaboration is simply beyond "agree to disagree". Ul-

ay's unrequited decision to leave the performance can be seen to act directly 

against the very fundamental reason why him and Abramovic decided to col-

laborate in the first place. Perhaps the initial desire to gain "unity" had shifted 

or at least changed its form unexpectedly. It is necessary to re-evaluate the col-

laborative partnership when its purpose, value and significance is staggered. 

On the other hand, the goal of creating an energy-merging third self 

through two physical individuals stumbles upon it's own paradox. This ex-

ample also highlights the risk of any job done to high standards "for its own 

sake". The collaboration simply can't flourish at the expense of the individual. 
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3. Literature & Theory

This chapter covers the literature examined prior to the research subject. Re-

searchers have aimed to create a some generalisations of collaborative practic-

es and for example, the roles people take within co-creative groups, and what 

is required for co-reflective practices. The essential theories of the psycholo-

gy of creativity itself are addressed as I look into the theme of collaboration 

through craft.

3.1 Nature of Co-Creation

Linda Candy explores research and practice in her book The Creative Reflective 

Practitioner (2020). The book presents ideas of what it means to be creative 

through different practices. The work also includes interviews of designers 

and artists who reflect their creative working methods and roles as individu-

als as well as a part of collaboration. In chapter 4 Candy (2020) reveals and 

explains what it means to be reflective collaborator. She represents a wide 

spectrum of co-creators, designers, artist, musicians, curators, and technolo-

gists who discuss the importance of collaborative working methods through 

different fields. 

Candy (2020) explains the importance of individualism in artistic work 

and in how artists have been portrayed through the decades of art history. The 

story and the nature of art itself has classically been very much about the ar-

tistic "exceptional" individual who creates most significant masterpieces. The 

audience, the user or the viewer, has generally not been accepted or taken 

into account when it comes to the artistic process. The story where ideas are 

shared and techniques discussed has not been expressive or noticed as impor-

tant. Candy (2020) explains that the weight of creating new works, gathering 

new knowledge or inspiration, has solely been on the individual. Until recent-

ly, this mindset has dominated the contemporary thinking.

Before presenting the different patterns of collaboration, Candy (2020) 

notes that individual effort and collaboration give different value to the prac-

tice. Both of which are necessary and equally important. The combination and 

balance between the two can be effective in creative work when both ways of 

working bring something new to the design process. As a reflective individual 

conducting in a co-creative practice, it is important to question who does what 

and how. The roles you and others take become more visible.

Learning how to collaborate best is yet a challenge. And as we learned 

through the observation of The Beatles: Get Back docuseries, the ethos of 

"good collaboration leads to good results" is questionable.  Also researching 

collaboration usually does not lead into a simple solution either. Each project 

with it's own starting point, process and goal sets a different tone to the collab-

oration itself. It may even be difficult to define that kind of collaboration suits 

designers or artists the best, since we are all individuals from different cul-

tural and social backgrounds with different interpretations, experiences and 

personal ambitions. It is safe to say that there is no simple recipe for success 

(Candy, 2020). 

In academia it is has become significant for designers, artists and re-

searchers to form patterns of collaborative functions. This can be viewed as a 

"demystifying" act of the art and design practice itself, or simply to add knowl-

edge to where it did not exist before. These patterns are not recognized for 

the purpose of creative practitioners trying to fit into one, but rather to create 

some kind of a generalization in order to practice co-reflection.

John-Steiner's four patterns of collaboration are distributed, comple-

mentary, integrative and family collaboration (John-Steiner, 2000, as cited in 

Candy, 2020). These patterns are meant to be a starting point or used as a 

framework to the examination of co-creation and co-reflection. The patterns 

may overlap and change over the course of the project depending on what is 

needed to be done and how.

In distributed collaboration practitioners are a group of like-minded peo-

ple, who in most cases do not share a same goal. In fact, they rarely work 

together in the same practice. In distributed collaboration the meaningful-
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ness of co-creating comes from the idea of what could be. The practitioners 

of distributed collaboration value the interactions with other people over the 

skill support.

In complementary collaboration pattern the practitioners have a clear idea 

of each other's skills and expertise. The goals for the project are set in a nego-

tiative manner and there is a clear division of who does what. There may be 

different backgrounds when it comes to working and training. The different 

skills, mind-sets, and individual translations are seen as complimenting each 

other in order to reach the goal.

Integrative collaboration pattern means that practitioners form such a 

creative closeness in which the differences of practices and fields are not dis-

cussed. It rises from a desire to gain common design thinking. For example, 

integrative collaboration pattern is usually fueled by the need of change in the 

practice.

The fourth and the final pattern of collaboration is family. Becoming a 

practitioner in a family collaboration pattern requires time, special commit-

ment and consistency of work. As goals and projects change over time, the 

core of the collaboration entity remains fairly the same. Family collaboration 

shares the same values or sometimes manifestos, and everyone works equally 

to maintain them as to assist others. The group can be seen as one unit, which 

practices constant activity, feedback, response, and action. This pattern has 

the most different approach in handling conflicts, as in every conventional 

family, criticism is not usually held back. Andrew Johnston and Andrew Bluff, 

working technologists of co-creative team called Stalker Theatre, explain the 

ethos of family collaboration pattern:

"Being back in that group was kind of like family in a way, and collaboration 

gets deeper and more real in that kind of circumstance because you know 

everyone and there are shortcuts through conversation and levels of trust 

where we know one another's work. And we needed it because there was such 

a short time to get that show together with so many complexly relating pieces."

(Johnston & Bluff, 2018, as cited in Candy, 2020. p. 117)

In the previous chapter, exhibit A and B can also be seen to demonstrate this 

particular pattern. Perhaps for this reason, conflicts seem to constantly be at 

the heart of creation. In this thesis the family collaborative pattern is picked 

up for closer examination as we, S and L, have already gained a mutual trust 

and common knowledge about each other's work after working together for 

years. Our designing and artistic co-creating has already been close to a family 

collaboration pattern, even though it has not been recognized in this context 

keeping in mind that the patterns do overlap during the process. Working 

together and making it work does not happen by a chance nor can I say has 

it always been a happy accident. It is necessary to co-reflect our collaborative 

relationship when we work towards the shared artistic goals. The collabora-

tive patterns Candy (2020) presents are not to set out standards in which we 

try to fit in, but instead help with reflecting our work. It can be fruitful for a 

practitioner to acknowledge these patterns and try to observe the collaborative 

relationship through these patterns in practice.

Candy (2020) suggests that the key element of co-creative work is in chal-

lenging ourselves as a way to provoke self-reflection. Collaborations always 

expose us to the unfamiliar. Participants with different artistic minds and ex-

pectations form a creative tension between them. Creative tension can occur 

whenever any of the collaborative patterns are applied, and it is argued whether 

participants even need to share same values, goals, and believes. Some cases 

suggest that only mutual appreciation and willingness to self-reflect is needed 

for a successful collaboration (John-Steiner, 2000, as cited in Candy, 2020).

In chapter Conversations and co-reflection Candy (2020) considers wheth-

er a dialogue of itself is enough to provoke self- or co-reflection. Does simply 

verbalizing your thoughts incite any new thinking within co-creative team?

Kees Dorst in his book NOTES ON DESIGN How Creative Practice Works 

(2017) for example argues against brainstorming (verbalizing and collecting 

lots of more or less original ideas) as a way to provoke new thinking and new 

ideas amongst designers. He states that expert designers should never brain-

storm because the key to a successful design solution comes from changing 
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the problem or at least, looking at it from a different point of view (Dorst, 

2017). In this scenario simply verbalizing or "throwing" ideas does not incite 

new thinking.

Dorst (2017) highlights the importance of shared understanding within a 

co-creative team. The designer needs to share their individual approach to the 

problem (Design Frame), and only then that can the team begin to tackle it. 

Dorst (2017) suggests a possible scenario based in dialogue to help the co-cre-

ative team to access a shared design frame. Firstly, one practitioner presents 

a very modest proposal for the design approach. This practitioner is called a 

frame owner. The frame owner leaves the proposal hanging as a question and 

then actively invites others to answer and complete. Here, the design frame 

goes through a process of adaption and transfers ownership between the prac-

titioners (Dorst, 2017). The way you say it becomes more important than what 

is being said.

Candy (2020) assigns a set of key roles in collaborative work. These roles 

may shift from one another depending on the situation at hand. The roles 

presented in the chapter Roles and co-reflection in creative collaboration are 

Relater, Partner, Facilitator and Prime Mover (Candy, 2020). As it may be dif-

ficult to point out these exact roles especially in a family collaboration pattern, 

it can be interesting to find and categorize one's own roles. Candy (2020) 

mentions that context influences the reflections.

Even though the roles and patterns presented in this chapter may feel like 

efficient guidelines for a reflective practitioner, they also represent compelling 

simplifications of the complex gestalt of human beings. If the new task for a 

designer is to ask, listen, and understand of one another, much more needs 

to be said about the practicing individual. As collaborations are important in 

this field, they can not truly be ever taken out of the context of individualism. 

After all, everything said or done, is only conceptions made by an individual.

Creating generalisations of the roles and patterns we take in collaborations 

simply feels like we are getting ahead of ourselves. For example, it is often 

mentioned that co-creative practice requires motivation. Motivation, or there-

fore the lack of it, is one of the greatest obstacles any designer or artist stum-

bles upon during their lives. Also, as a design student, at least I have learnt 

quickly that being motivated by other people only leads into an unhealthy and 

unsustainable self-destructive habit. Co-creating needs motivation from the 

practitioners, but it can only be originated from an individual desire. Whether 

these desires are the same or not, it does not have a functional difference. As 

long as the individual desires are met within the co-creation, one can say there 

is motivation.

Candy (2011) explains, that the main focus of any co-creative practice is to 

add knowledge to where it did not exist before. She argues that the outcome 

of the practice should be creative and represent something that could not have 

been done without collaboration. It is a difficult task to measure creativity 

especially from a viewpoint of collaboration. However, it is a general consent, 

that creativity takes place in social contexts (Phalip, 2011, as cited in Candy 

& Edmonds, 2011). To examine collaborative creativity as a phenomenon, we 

need to look into what nurtures creativity in the first place: the psychology of 

discovery and invention.

3.2 The Creative Mind

Developmental psychologists Lev Vygotsky presented a theory of the role of 

individual versus the collective in human cognitive development. Vygotsky 

(1896-1934), a pioneer of social constructivism, valued the social perspectives 

on the cognitive development of a child's capacity of thought, learning, and 

gaining knowledge. He created a theory of the zone of proximal development 

(1978) where learning is highly influenced by interaction with others. Candy 

(2020) explains how this is important in the context of co-reflective practice: 

the zone of proximal development addresses the impact of others in relation 

to individual's cognitive development. Social interactions are fundamental 

throughout life, but also in individual's creativity.

To discuss creativity, it is essentially important to address some aspects 
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of human consciousness. Firstly, human consciousness is not a mystical pro-

cess, but simply a result of complex biological processes. It is a misconcep-

tion, that creativity would fundamentally differ from any other phenomena 

of human consciousness in this manner, although creativity holds a much 

more mystical status in contemporary thinking (Csíkszentmihályi, 1990). For 

example, the human process of creating an abstract piece of art can be seen as 

inexplicable, but the process of learning a new language and mastering a dif-

ficult mathematical formula, or simply seeing, hearing and tasting, are easily 

understandable.

Secondly, it is argued that human consciousness (and creativity being a 

part of it) has a significant quality to disregard genetic rules (Csíkszentmi-

hályi, 1990). In other words, human consciousness has developed an ability 

to somewhat neglect reflexive responses, consider the physical reception, and 

only then, create a valued reaction. Because of this feature of human con-

sciousness, we are also able to create information that did not exist before, 

such as daydreams, lies, poems, and artworks. 

There is no specific science which covers human consciousness itself, and 

there are not one generalised description of it amongst scientists and research-

ers. Different sciences can only explain it partly, and carry out somewhat in-

complete descriptions of consciousness and therefore creativity. The matters 

of consciousness and creativity have recently been covered in the studies of 

neurosciences, cognitive sciences, artificial intelligence, psychoanalysis, and 

phenomenology. In the field of design research, there is a self-evident special 

interest in the creative features of consciousness. 

Through different sciences, it is frequently recognised, that research fo-

cusing solely on the creative individual, will not provide us knowledge about 

what actually generated creativity in the first place (Uusikylä, 2008). Research-

ers have generally examined four main elements of creativity: persona, pro-

cess, product, and environment. However, it was not until 1990's when sci-

entists shifted their research towards social factors in creativity. Creativity was 

now seen as a process of learning. Mihály Csíkszentmihályi (1934-2021), a 

psychologist best recognised for creating the concept of flow, argued:

"[C]reativity cannot bring forth anything new unless it can enlist the support of 

peers. Instead of focusing exclusively on individuals, it will make more sense 

to focus on communities that may or may not nurture genius."

(Csíkszentmihályi 1999, as cited in Candy, 2020, p. 104)

Csíkszentmihályi explains that creativity does not happen inside people's 

heads. Interactions between person's thoughts and a sociocultural context 

influences significantly the habit of creating. Creativity is not an individual 

phenomenon, but rather a system of social traits. When discussing creativi-

ty, it is important to change the question from what is creative to where is it 

(Csíkszentmihályi, 1996).

According to Csíkszentmihályi (1996), creativity can be examined through 

systems model made up from three main parts. The first is domain, which 

consists of already established procedures and symbols. The other word for 

domain could more commonly be culture. For example, textile design is a do-

main in itself because it holds a certain symbolic knowledge shared by a par-

ticular society. The second component of creativity is the field, which meas-

ures and determines whether something should be included in the domain. 

To place this term in the previous example: a professor who specialises and 

teaches textile design can be seen to represent the field. It is up to the field 

to decide whether something "new" should be recognised and remembered. 

The last component of creativity is finally the individual, the person. In the 

act of creating, the person needs to be fully knowledgable of the symbols in 

the domain, as the person needs to use them in order to come up with a new 

idea or to see new patterns. Only if this novelty is then selected by an appro-

priate field, one can say there is creativity (Csíkszentmihályi, 1996). Looking 

through the perspective of the systems model: creativity can be defined as 

an act that changes an existing domain, which's establishments are carefully 

regulated by the field. 

When two individuals from different domains come together to engage in 

co-creative practice, they have a significant potential to make novelty. The in-
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dividuals must be able to share their domain's symbolic knowledge and apply 

it correctly in their effort to make co-creation. Considering transdisciplinary 

co-creation from the systems model point of view, one could argue that the 

change of domain occurs inevitably when two individuals come together. 

3.3 Through Craft

An article Knowing together - experiential knowledge and collaboration by 

Nithikul Nimkulrat, Camilla Groth, Oscar Tomico and Julia Valle-Noronha 

published online in 2020 examines collaboration within research teams. The 

themes focus around knowledge gained by practice and sharing this type 

of knowledge as an essential part of collaborative practice. The article also 

presents an interesting description of experiential knowledge. Experiential 

knowledge is considered to be tacit knowledge. It means, that rather than 

communicating it verbally, it is often silent knowledge carried out through ac-

tion and crafts.  Experiential knowledge is outlined by two main qualities: it is 

based on individual's experience; and it is highly appreciated by the individual 

who has been gained through interactions physically, socially and intellectual-

ly (Borkman, 1976, as cited in Nimkulrat et al., 2020). 

While experiential knowledge is contextual, subjective, and unconscious, 

it also has emotional properties (Boardman, 2014, as cited in Nimkulrat et al., 

2020). The artistic research has lately been especially interested in revealing 

the hidden knowledge between disciplines and craftsmanship. Challenges, as 

well as the opportunities, of sharing the tacit knowledge increases the maker's 

connections with their social and physical environments (Gauntlett, 2011, as 

cited in Ravetz, Kettle & Felcey, 2013).

Donald Schön (1984) proposed, that tacit knowledge is actually a reflec-

tive conversation with the material at hand. Material draws the maker into a 

reflective dialogue where the situation itself "speaks back" (Schön, 1984, as 

cited in Ravetz et al., 2013). In other words, Schön implies that conversing 

with materials creates a meshwork in which the maker analyses, accepts, re-

jects, and adds already existing knowledge to the craft itself. It this sense, craft 

has a social character and collaborative potential with own active qualities and 

movements.

Craftsmanship usually presents a special possessive attitude towards ma-

terials, objects and skills. However, the necessary condition for collaboration 

through craft requires the maker to temporarily give up on this possessive-

ness and hold a "potential space" for others (Ravetz et al., 2013). This "poten-

tial space" is ideally at the very heart of collaboration but paradoxically, it also 

exposes the maker to unsettling grounds of certainty and risk:

“Too much uncertainty can result in poor-quality work but too little can precip-

itate an entropic restriction of ideas and forms. Similarly, in collaborative part-

nerships, not enough disruption leaves the status quo intact and too much can 

produce failure, or expose the collaborator to accusations of being a dilettante.” 

(Ravetz, Kettle & Felcey, 2013, p. 6)

Collaboration through craft is truly a dialogical process. Collaborative art prac-

tice must allow the practitioners to have modes of making and thinking in 

which the practitioner is able to modify expression and reception (Kester, 2011, 

as cited in Ravetz et al., 2013). It becomes crucial for the practitioner to take 

distance from modern subjectivity. Working with craft can already be seen as 

a collaborative practice in itself, the dramatic qualities of materials are espe-

cially heightened in dialogical co-creative practices.



38 BOOK I 39

Love and Death: Study of Co-Creation Miisa Lehto

REFERENCES

References:

Abramovic, M. (2016). Walk Through Walls. Penguin Books.

Buxton, B. (2007). Sketching User Experiences getting the design right and the right design. Mor-

gan Kaufmann, Elsevier Inc.

Candy, L. (2020). The Creative Reflective Practitioner. Routledge.

Candy, L. & Edmonds, E. (Eds.).(2011). INTERACTING Art, Research and the Creative Practi-

tioner. Libri Publishing.

Csikszentmihalyi, M. (1996). Creativity: The Psychology of Discovery and Invention. HarperCol-

lins Publishers.

Csikszentmihalyi, M. (1990). Flow. Brockman, Inc.

Csikszentmihalyi, M. (2014). The Systems Model of Creativity: The Collected Works of Mihaly 

Csikszentmihalyi. Dordrecht: Springer.

Dorst, K. (2017). NOTES ON DESIGN: How Creative Practice Works. BIS Publishers, Amster-

dam.

Ehrenzweig, A. (1967). The Hidden Order of Art: A Study in the Psychology of Artistic Imagina-

tion. Weidenfeld, London.

Janov, A. (1981). The Primal Scream: Primal Therapy: The cure for Neurosis. New York: Perigee 

Books. Link: https://archive.org/details/primalscreampri000jano/page/n7/mode/2up

Jones, J. & Kamins, K. (Producers), & Jackson, P. (Director). (2021). The Beatles: Get Back. 

[Video file]. Retrieved from

https://www.disneyplus.com/fi-fi/series/the-beatles-get-back/7DcWEeWVqrkE 

Muratovski, G. (2016). RESEARCH FOR DESIGNERS A Guide to Methods and Practice. SAGE 

Publications Ltd.

Nimkulrat, N. Groth, C. Tomico, O. & Valle-Noronha, J. (2020). Knowing together- experiential 

knowledge and collaboration, CoDesign, 16:4, 267-273. Retrieved from https://doi.org/10.1080/1

5710082.2020.1823995 

Pater, R. (2012). CAPS LOCK How Capitalism Took Hold of Graphic Design, and How to Escape 

from It. Valiz, Amsterdam.

Perttula, J. (2008). Kokemuksen tutkimus, Merkitys - tulkinta - ymmärtäminen. Lapin yliopistok-

ustannus.

Ravetz, A. Kettle, A. Felcey, H. (2013). Collaboration Through Craft. Bloomsbury Publishing.

Rose, G. (2012). Visual Methodologies: An Introduction to Researching with Visual Materials. 

SAGE Publications Ltd.

Uusikylä, K. (2008). Naislahjakkuus. PS-kustannus.

Vygotsky, L.S. (1971). The Psychology of Art. Cambridge, The M.I.T. Press.



Book II
Literature and Theory

Samu Salovaara

Study of Co-creation



LOVE AND DEATH
Study of Co-creation

Book II:

LITERATURE AND THEORY

Master’s Thesis

2022

Samu Salovaara

Visual Communication Design MA

Aalto University School of Arts, Design and Architecture

Department of Media

Supervisor: Rupesh Vyas

Advisor: Rupesh Vyas



 

Aalto University, P.O. BOX 31000, 00076 AALTO 
www.aalto.fi 

Master of Arts thesis abstract 
 

 

 
Author  Samu Salovaara 
Title of thesis  Love and Death: Study of Co-creation 
Department  Department of Media 
Degree programme  Master’s Programme in Visual Communication Design 
Year  2022 Number of pages  144 Language  English 

Abstract 
Collaboration is crucial part of every design work, as nothing occurs without an interaction of peo-
ple. Yet, in the field of arts and design, the collaborative aspects of creation remain hidden due to 
lack of documentation and studies. The established way of presenting artistic outcome from a sin-
gular source leads to a distorted depiction of the practice, and lessens its validity as a field of study. 
 This thesis is done in collaboration with Miisa Lehto, Fashion, Clothing and Textile 
Design Master’s student, with an aim to demystify the design practice and clarify the importance of 
collaboration behind the co-creative process. The study is generated through practice-led action re-
search and applies the method in form of a dialogue and artist diaries. The documentation is a tool 
which helps us to reflect on our co-creative practice. 
 The study is divided into three books; two individually written theory books and a 
jointly written third book consisting the documentation and analysis of our co-creative practice. 
These three books are aimed to be viewed as a whole. The individual book consist of an introduction 
to the study, and literary review which exhibits case studies of collaborative practice and the phe-
nomenon of collaboration from different angles. The third and collaboratively written book the con-
tribution is indicated with letters L (Lehto) and S (Salovaara) and it documents the process of our 
design collaboration as we create the artistic component for this thesis. At the end of the third book, 
we present or conclusions individually and collectively. 
 Results of this thesis amplify the importance of collaboration in design practice. The 
study presents the collaboration as an intricate multi-layer mechanism which guides the co-creative 
process and emphasizes the significance of self-reflection in order to develop as an artist and a de-
signer.  
 
Keywords  collaboration, co-creation, co-design, woven fabrics, jacquard weaving, visual commu-
nication design, practice-led, action research 
 

 

Aalto-yliopisto, PL 11000, 00076 AALTO 
www.aalto.fi 

Taiteen maisterin opinnäytteen tiivistelmä 
 

 

 
Tekijä  Samu Salovaara 
Työn nimi  Love and Death: Study of Co-creation 
Laitos  Department of Media 
Koulutusohjelma  Master’s Programme in Visual Communication Design 
Vuosi  2022 Sivumäärä  144 Kieli  Englanti 

Tiivistelmä 
Yhteistyö on vääjäämätön osa suunnittelutyötä, sillä mitään ei tapahdu ilman ihmisten välistä vuo-
rovaikutusta. Taiteen ja suunnittelun alalla yhteistyöhön perustuvat luomisen muodot ovat jääneet 
taka-alalle puutteellisen dokumentoinnin ja tutkimuksen vuoksi. Taiteelliset tuotokset esitellään 
lähtökohtaisesti yksittäisen tekijän luomina. Käytäntö johtaa vääristyneeseen kuvaan praktiikasta 
ja alan tieteellinen uskottavuus kärsii. 
 Tämä tutkimus on tehty yhteistyössä Fashion, Clothing and Textile Design -maiste-
riopiskelijan Miisa Lehdon kanssa. Tutkimus pyrkii hälventämään suunnittelutyön mystifiointia ja 
täsmentämään suunnittelutyöhön liittyvän yhteistyön osuutta prosessin takana. Praktiikan oh-
jaama tutkimus on toteutettu käyttäen toimintatutkimuksen metodia, jota tutkimus soveltaa vuoro-
puhelun ja taiteilijapäiväkirjojen muodossa. Dokumentaatio on tarkoitettu apuvälineeksi, jolla py-
rimme reflektoimaan luovaan yhteistyöhön pohjautuvaa praktiikkaamme. 
 Tutkimus on jaettu kolmeen kirjaan: Kahteen erillisesti kirjoitettuun teoriaosuuteen 
sekä kolmanteen, yhdessä kirjoitettuun dokumentaatioon toteutuneesta suunnittelutyöstä. Nämä 
kolme kirjaa on tarkoitettu kokonaisuudeksi. Yksilölliset kirjat sisältävät alustuksen ja kirjallisuus-
tutkimuksen, joka esittelee erilaisia esimerkkitapauksia yhteistyön saralta sekä luo katsauksen yh-
teistyön ilmiöön erilaisista näkökulmista. Kolmannessa kirjassa dokumentoimme opinnäytteen tai-
teelliseen produktion tuotantoon liittyvän suunnitteluprosessin. Työpanokset on merkitty kirjai-
milla L (Lehto) ja S (Salovaara). Tämän kirjan lopussa esittelemme myös päätelmät yksittäin ja yh-
dessä. 
 Opinnäytteen tulokset vahvistavat yhteistyön tärkeyttä suunnittelutyössä. Tutkimus 
esittelee yhteistyön monikerroksisena ja yksityiskohtaisena mekanismina, joka ohjaa luovaa yhteis-
työtä ja korostaa itsereflektion merkitystä taiteilijuuden ja suunnittelijuuden kehityksessä. 
Avainsanat  yhteissuunnittelu, yhteistyö, taiteellinen luominen, visuaalisen viestinnän muotoilu, 
installaatiotaide, kudonta, tekstiilitaide 
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INTRODUCTION

1 Introduction

Design calls for a purpose. In order for being categorized as design, it requires 

a reason to exist. The reason is achieved by aiming to benefit a wider audience 

and finding the common ground for the commission. This means that design 

is not limited only to problem solving, spaces, and objects with the aim to 

find the solution to a certain brief. Instead today, design is aimed to gener-

ate new knowledge, understand different phenomena, listening others, and 

asking questions (Muratovski, 2016). The field of design is changing and the 

designers are required to be aware of the rising importance of understanding 

each other in various context.

Design is inclusive; it is a reflection of us, humans, and society, as a col-

lective. It is the very aspect of this collective mechanism, a collaboration, that 

is a fundamental element of every design work. Yet, the established traditions 

in the field of art and design tend to give credit only to the one singular creator 

behind the magnificent things, the mystical individual. These traditions do 

not grow the credibility of the field. Instead, this habit of mystifying creation 

only separates design and art from other fields of science. For example, the 

field of architecture and engineering has established longer traditions in re-

search and have already formed a set of principles and rules to guide the scope 

of the profession, while designers tend to invent the field as they go forward 

executing their profession (Muratovski, 2016). To better understand design, it 

is required to acknowledge the mechanism of the creative process. This ob-

ligates designers to conduct research in collaboration and co-creative design 

practice. By focusing on the core of the design, designers are able to start from 

the beginning, and build the profession from ground up.

The goal of this thesis is to research collaborative artistic design practice 

and experiment with different methods of collaboration in the context of an 

artistic project. Working in collaboration, as a designer team, expands the 

spectrum of our individual design practice.  This research subject of collabo-

ration offers us an opportunity to explore and study our collaborative artistic 

design practice, the aesthetics of the practice, and the methods applied to the 

practice. This thesis also works as a platform for personal exploration and 

growth as an individual design practitioner.

RESEARCH qUESTIONS FOR MY THESIS ARE:

How does co-creation challenge and modify my individual design process?

What are the most important aspects of participating in a co-creative design prac-

tice?

This thesis is based and produced in collaboration with Miisa Lehto, a Fash-

ion, Clothing and Textile design MA student. Over the years we have built 

both professional and personal relationship and worked together on various 

different projects in our shared studio. The collaboration between us has al-

ready produced a wide variety of projects including illustrations, concept de-

sign, music, video production, and woven fabrics to name a few. It is in fact 

weaving that truly connects us as designers, and this is why woven fabrics are 

chosen as the medium for this thesis. 

Through this thesis, our aim is to grow understanding and knowledge 

regarding the phenomenon of co-creation and portray the importance of col-

laboration as a fundamental part of design practice in general. The goal is to 

present experimental collaborative working methods applied to the produc-

tion of an artistic component and conduct in an active self-analysis through 

practice-led research.

1.1 Structure

This thesis is divided into three books. The first two books are written individ-

ually and focus on the theoretical side of the study. The third book is written 

together and forms the study of our particular co-creative practice. As this 

thesis is produced in collaboration and the aim is to study and analyze collab-

orative methods and co-creative design practice, it is logical to write a part of 
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our thesis together.

The individually written book is aimed to present current knowledge 

around the topic of collaboration and showcase various methods and ap-

proaches to collaborative artistic work. The book covers the introduction to 

research, exhibits different collaborative artistic practices, and conducts a liter-

ature review of co-creation and collaboration. The goal of the literature review 

is to deepen the knowledge about collaboration and co-creative design practice.

In the third book, we perform a study of our co-creative design practice, 

as the method of collective writing is applied to the production. First, we aim 

to set the goals and define the outcome for the artistic component through a 

dialogue. Later, we go on documenting the process of creation through sepa-

rate artistic diaries. Our individual contribution to the third book is indicated 

within the text with the first letter of our surnames. Lehto is referred to as [L] 

and I, Salovaara, am referred to as [S]. 

Base for the third book is the creation of our artistic component. We doc-

ument and analyze our collaboration and co-creative practice through the cre-

ation of the artistic component we call "Woven Room". Design for the "Wo-

ven room" is created from start to finish during the process of working on 

the thesis. Our goal is to execute a thorough documentation of collaboration, 

which forms the platform to study and reflect our co-creative practice. After 

the production of the "Woven Room" is finished, our attention is aimed on 

the analysis of the results. We process the findings of our study to present our 

conclusions both individually and collectively.

1.2 Methods

Today, in the world we live in, the problems we are facing gain in complexity. 

Muratovski (2016) points out that today design is seen more as a strategic re-

source. While the demand for designers with technical and artistic skills still 

stands, the society needs designers to take the role of thinkers to be able to 

design more complex systems as well (Muratovski, 2016). To understand the 

society in its complexity, provide solutions to extensive problems, and stay rel-

evant designers are required to introduce research into their practice.

In this thesis, research is used to expand the knowledge about co-creation 

and collaborative artistic practice. For instance, Candy in Candy and Edmonds 

(2011) states that the role of research within creative practice is to enhance per-

sonal effectiveness through a conscious individual reflection. Design process 

benefits from this type of clear structure and organization. Reflection provides 

an opportunity to analyze the practice and change the ways of working.

The nature of design process by standard includes the creative exploration, 

but research can help the practitioner to understand the process of design in 

wider context. Designers who include research to their creative practice also 

aim to address a broad set of questions in the process, rather than focusing 

only on the design brief itself (Muratovski, 2016). While all designers can ac-

complish a design task with the tools and knowledge they have available at 

each given time, it is not possible answers complicated questions with design 

alone. 

In this thesis we have chosen to use the method of practice-led applied 

research. Applied research allows designer to reflect on the work and evaluate 

the findings (Muratovski, 2016). While design work usually consist of infor-

mation gathering and multiple cycles of review before the work is finished, 

the difference between pure practice and applied research is that applied re-

search is aimed to generate new information to the field (Swann as cited in 

Muratovski, 2016). Practice-led research is not tied to the creation of an arte-

fact as its main purpose is to develop new knowledge about the practice (Can-

dy and Edmonds, 2011). New knowledge can be generated by inspecting and 

analyzing of what happens during the creation process.

Applied research is aimed to amplify the design process and answer com-

plex questions. Muratovski explains that "The main difference between de-

sign that is simply design and design that is a form of applied research can 

be found in the goals and the outcome of each." (Muratovski, 2016, p.190). 

Design that is simply design is trying to find a solution to a design problem, 
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while design that is form of applied research has goals beyond the solution. 

For example, if we want to understand what happens during the design pro-

cess, it is beneficial to include research into the practice. 

Action research is a method of applied research suitable to generate an-

swers to undefined outcomes. Action research begins with the presumption 

that the methods of practice should be taken under inspection and that it is 

possible to change established mechanism of the practice (Crouch & Pearce, 

2012). For the practice to change, it is important to have an open mind and 

constantly question the habits during the desing process.

Action research builds on repetition and the process consist of cycles of 

planning, acting observing and reflecting. The aim of action research is to 

produces a systematic documentation of the creation process (Muratovski, 

2016). First, at the beginning of the process, the plan is formed to solve the 

problem. Second comes the labour, where designer acts according to the plan 

and executes the design. The results of the earlier stages are then observed 

and reflected and a new plan for what is to come next is formed based on this 

analytic process. 

Action research allows designers to generate results to vague briefs. Action 

research is especially helpful in situations where the problem or the question 

is too abstract and the end result feels unimaginable. Action research provides 

a platform which helps the designer to cut the task into easily digestible por-

tions and find answers through the process.

2 Collaborations

This chapter is aimed to introduce collaboration and co-creative phenomena 

through different exhibits of artistic practices. The two case studies of collab-

oration are chosen from the perspective of my own interests and collaborative 

methods of both exhibits are analyzed to better understand the aspects of col-

laboration and co-creation. Exhibit A is a purely artistic example of collabora-

tion, dissecting the creative process of Captain Beefheart's Trout Mask Replica 

album. Exhibit B offers a look to the world of British graphic designer Barney 

Bubbles, and explores which roles the collaborative factors play behind the 

work that might at first be considered as an individual achievements.

2.1 Exhibit A: Trout Mask Replica

Don Van Vliet (1941–2010) was an American singer, songwriter, multi-instru-

mentalist who later, after retiring from music, pursued a career as a painter. 

Van Vliet is still best known by his music under his stage name Captain Beef-

heart. His career as a musician covers thirteen studio albums during the years 

of 1964–1982. All of these albums were recorded as an ensemble called Cap-

tain Beefheart and His Magic Band. While Captain Beefheart was always the 

conductor, the members in The Magic Band would change from time to time. 

Captain Beefheart's albums vary in style from blues and rock to avant-gar-

de compositions incorporating elements of jazz and absurd spoken word piec-

es. Van Vliet is known to guide and control his fellow musicians with almost 

dictatorial manner to achieve his own vision, and even applying methods 

which could be interpreted as mind control. One of the best examples of his 

methods of collaborating with The Magic Band is found from the creation pro-

cess of the critically acclaimed Trout Mask Replica released in 1969. Which, 

as Sam Kemp puts it: "[made] The Beatles' Sgt. Pepper's Lonely Hearts Club 

Band seem like a straightforward pop record." (Kemp, 2021, para. 2). Trout 

Mask Replica is nothing sort of like background music to a sunny afternoon.
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Compositions on Trout Mask Replica are nowhere close of what would 

be called easy-to-listen. The songs hardly ever follow a traditional structure 

of rock or pop, but more than often verge total chaos due to their challenging 

rhythmic structure and multi-level instrumentation which keep the listener 

on the edge of the seat, always surprising with what comes next. The surre-

alistic presentation of the songs resemble the work of Salvador Dali meeting 

delta blues. Trout Mask Replica feels like diving into the unconsciousness of 

Van Vliet and His Magic Band. 

The process of writing Trout Mask Replica began with moving the group 

to the house where they all would live during the writing and rehearsing for 

the album.  Everyday life in the house was close to a cult. Van Vliet has been 

said to make the band rehearse 10 to 12 hours a day and eating only small 

portions of canned food. Occasionally, members were allowed to the grocery 

store to stock up on the food supplies. Drummer John French (2010) tells 

that although many of the members tried to leave, some even multiple times, 

during the Trout Mask sessions, they always found themselves coming back 

to the house. No one was forced to stay against one's own will, but Van Vli-

et's charismatic persona and somewhat questionable methods of control had 

made the members vulnerable and with no other purpose in life. They were 

all too eager to see where the journey would lead them.

To write the album, Van Vliet brought in a piano which he played, without 

any decent knowledge of how, to create the ideas for Trout Mask Replica. Vliet 

presented his ideas, or riffs, for different instruments to the drummer John 

French. French would transcribe the ideas on the spot and later turn them 

into coherent songs. What made the transcription process demanding was 

Van Vliet eccentric approach towards the writing as he would hardly ever play 

the same part twice (French, 2010). The Magic Band would then rehearse 

in shifts, French showing each member their parts, and often sleep by their 

instruments to be ready to start immediately once they woke up. During the 

process of writing, French decided to keep his personal notes out of sight, 

being afraid of Van Vliet destroying them if he would notice someone else 

contributing for the album. 

The reason to work with a particular group varies, and it is different for 

each individual. In the end it comes down to the fact what the individual gets 

out from the collaboration. It can be intellectual capital in form of developed 

skills and knowledge, material achievements and recognition, or combination 

of both. The songs on Trout Mask Replica were composed of hundreds of riffs 

Van Vliet wrote on a piano, making it especially hard for the guitarists to learn 

their parts. Bill Harkleroad, the guitarist of The Magic Band during the Trout 

Mask sessions and up until 1974, recalls the participation to rehearsing for 

Trout Mask Replica helping him to develop his guitar technique and consid-

ers Van Vliet's guidance being the key factor for him to be able to expand his 

guitar playing (French, 2010). Even though French taught the members their 

parts based on Van Vliet's paino riffs, Van Vliet would occasionally come in 

to give comments how to players executed their particular parts, controlling 

mainly the nuances of songs while French took care of the big picture.

Creativity flourished within The Magic Band with French teaching other 

members their parts and Van Vliet infrequently coming in and giving his in-

put to the process. However, working for a single leader with strict stance on 

the outcome is not healthy place for collaboration. Van Vliet's respect towards 

his fellow musicians becomes especially clear in a quote from Rolling Stone 

magazine article The Odyssey of Captain Beefheart from 1970:

"When Beefheart learned of the opportunity to make an album totally without 

restrictions, he sat down at the piano and in eight and a half hours wrote all 

twenty-eight songs included on Trout Mask. When I asked him jokingly why it 

took that long, he replied, 'Well, I'd never played the piano before and I had to 

figure out the fingerin.' With a stack of cassettes going full time, Don banged out 

Frownland, Dachau Blues, Veteran's Day Poppy and all of the others complete 

with words. When he is creating, this is exactly how Don works – fast and furi-

ous....The trouble is that once compositions are down it takes him a long time 

to teach them to his musicians." (Winner, 1970, p.38 as cited in French, 2010).

Looking at the quote it is clear to see Van Vliet taking all the credit for the 
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album, twisting the reality of the process, and denying the contribution of oth-

ers. Maybe only promoting the band and making a good story or then again 

delusional about how things went down. Reading the article got French mad, 

as he was the one to make sure the group knew what they were supposed to do 

(French, 2010). While Van Vliet was collecting all the glory and the credit for 

the outcome, inspecting the documentation of French's contribution towards 

the creation of Trout Mask Replica clearly presents the writing as a co-creative 

effort between Van Vliet and French. French was the silent factor, working 

behind the scenes, and making it possible for the writing process to be suc-

cessful. For healthy and sustainable collaboration to happen, mutual respect is 

vital. It is important to agree on how the work is credited, who did what, and 

stay true to the facts. Each participant should have their voices to be heard and 

credited accordingly.

The creation process of Trout Mask Replica exemplifies the aspect of dy-

namics in collaboration. The co-creation process benefits from the prime 

mover who comes up with ideas and presents them to the group. It is also 

valid consensus, diplomacy, between individuals, but interaction with others 

is often a power play. However, having a single leader in collaboration, the 

importance of other individuals should not be underestimated and forgotten. 

Some might be better in the thinking and producing the ideas and others 

contribute more in the refinement process, where the idea is brought to a 

tangible form or gestalt. In the end, every individual affects the group in one 

way or another and the significance of a single factor in collaboration can be 

analyzed only through a thorough documentation of the process. Without the 

documentation one can only speculate how the things would have turned out, 

if the factors of collaboration were changed.

2.2 Exhibit B: Bubbles

Barney Bubbles (born Colin Fulcher) was a British graphic designer who start-

ed his career just around the hippie movement in late 60's and continued 

designing into early 80's. He is considered as the founding father of record 

cover art (Hodkinson, 2012). He is best know for his work in the British music 

scene in the 70's, where his contribution to the bands like Hawkwind, Elvis 

Costello, The Damned, and Ian Dury was hugely important in building the 

visual consensus between the band and their music. All which helped to sell 

millions of records world wide.

In early 1969 Bubbles set up his first own studio called Teenburger De-

signs. Around this time he also met up with Hawkwind's Nik Turner and 

established a close collaboration with the band. Bubbles produced the sleeve 

design and packaging  for Hawkwind's second album X In Search Of Space 

(1971) along with booklets, posters, and stickers, extending the visual reper-

toire to painted musical equipment and even stage directions, making him 

the first graphic designer to be responsible for the complete visual identity of a 

single rock group (Gorman, 2012). Although Bubbles acted behind the scenes 

and did not take much credit for his work, he was still considered as another 

member of Hawkwind because of his undisputed importance of supporting 

the music by creating a visual world around it (Gorman, 2012) and giving the 

group the look that lifted it from mundane to the top of the pop world (Tuner 

in Hodkinson, 2012). 

Bubbles was a master of thinking outside the box. For instance, once a 

record label wanted to maintain a sales momentum of a certain record. Bub-

bles handled this need through coming up with color variations of the record 

cover. He personally attended printing plant to supervise the printing process 

and guarantee his artwork instructions were followed precisely; the color of 

the ink was changed between every print run of 5000 covers (Gorman, 2012). 

Further more adding his own unique thinking to the process, the colors were 

picked from the color-code booklet for bathroom tiles which Bubbles handed 

to the printer (Gorman, 2012). Another of Bubbles unorthodox creation meth-
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ods was once to create an album cover by sticking the design into his jeans' 

pocket for a week or two, to give it an edgy distressed look. After enough time 

was passed, and the outcome was desired, Bubbles took the design out of his 

pocket.

Bubbles was able to create seamless collections of visual material and 

building narrative between the music and the band. Graphic designer Peter 

Saville, also an admirer of Bubbles' work, presents that design is trying to pro-

vide answers and art, in contrast, is about asking questions (Gorman, 2012). 

He continues the work of Bubbles' to fit better in the latter category (Gorman, 

2012). Bubbles' truly progressive design practice seem to work in an artistic 

manner, with the aim is to make things better and share the enthusiasm to-

wards the profession.

The name of Barney Bubbles (or Colin Fulcher) often escapes from the 

pages of design history due to his habits of inaccurately crediting his own 

work. He never used his own name, rarely signed any artwork and died before 

his impact to the field was recognized. Not signing his creations and going by 

different pseudonyms, he must have felt as not being personally responsible 

for the design. 

The work related to music is always a collaboration between the music and 

the visuals, the musician and the designer. There is not one without the other. 

Taking under inspection the musicians' outfit, stage presence and construc-

tion, album cover, or a website, it is always a collaboration between the music 

and the visuals. Of course, there are examples where the musician is also the 

designer, taking responsibility of both fields. However, it can still be argued 

music being an universal thing and visuals being the grounding factor in the 

picture, giving the music a source which the audience is able to interpret.

Work of a graphic designer is never a lonely task. In a commercial work 

the client is always present, giving away commissions and setting the dead-

lines. Graphic design often revolves around a product, which often is some 

kind of print related product like a book,  a poster,  a flyer, a magazine or a 

record cover. This means the designer has to also understand and have knowl-

edge how factories or presses operate and work as a communicator between 

the client and the factory.

Design loses the purpose without collaboration, as there is no motive for 

the process to even begin. Extracting co-creation, the participation of other fac-

tors in form of bands or record labels, from the process, Bubbles would have 

not been able to create any of his designs. As graphic design is aimed to solve 

problems, there simply would have not been any content for him to grasp on. 

The client presents the brief or the problem and the designer works to-

wards solving it. This creates a setting where collaboration and co-creative 

practice is instantly formed.  Talented designer is also able to introduce artistic 

aspects into the design process by not only providing answers to the brief, but 

also asking questions and adding special qualities only the particular individ-

ual is capable of producing, to solve the design problem.
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3 Literature and Theory

This chapter generates a theoretical view of various aspects of collaboration 

and co-creative practice as the current state of the collaboration is brought to 

attention. The study also pursues to examine the relation of artistic mind, art, 

and creativity. Lastly, the focus is concentrated on the collaboration itself.

3.1 Mystical Individual

The process of creation is often presented being clandestine in nature. The 

wide audience, or the viewer, is left in the dark of the factors which in reality 

take place behind the scenes of design process. Often, when talking about cre-

ativity and creative process, people tend to think of it as some sort of a mystical 

gift or a manifestation of divine. Solution to the problem seems to appear out 

of thin air, channeling the answer through the creative person, as if the creator 

receives the answer to the creative problem from somewhere out of this world. 

The viewer does not understand, that the process of creation consist of many 

moving parts, conscious and unconscious aspects, which are concealed in the 

synthetic image of a mystical individual.

Throughout the centuries, history of art has praised and presented the 

achievements of an individual as the source of creation. Until now, genera-

tions of artists have been fed by the fabricated prism of exceptional individ-

uals, creators, whose signature style of creating art broke the boundaries of 

tradition and forged new ways of thinking and making (Candy, 2020). Depic-

tion of these old masters, and the superstar individuals after them, are largely 

responsible of how we see the field of art and design today. The egocentric 

custom of expressing the artistic outcome through the mystical individual 

produces results only to a point, where the credibility of the field as a worthy 

branch of science can be questioned. In the long run, creating and presenting 

design in a way established by the art world does not serve the design field 

well. Staying in this motif, designers are doomed to repeat the same pattern 

over and over again, reaching for the stars and burn their wings while trying.

The mystical individual has falsely manifested in the eyes of public and 

the importance of other factors–especially collaboration–has been left out of 

the picture. Contribution of artists' colleagues, friends, and family has not 

been discussed and the stories of learning, sharing ideas, techniques, and re-

sources have been buried (Candy, 2020). It is too easy to lift an individual cre-

ator to the pedestal rather than focus on what is happening behind the scenes. 

The viewer longs for something otherworldly and the mystical individual sells 

it. However, as fascinating as this mystical creator sounds, it is an issue that 

reduce the value of the artistic process and questions the validity and account-

ability of design and art as a field and profession (Muratovski, 2016). In order 

for the design practice to evolve further, it is important to demystify the design 

process. 

The ideology of presenting individual as the sole creator, alone responsi-

ble of the artistic outcome, leaves out the collective aspect of creation. Candy 

(2020) states the importance of behind the scene factors through an example 

from film production. In big collaborative productions that consist of tens or 

hundreds of individuals working toward the shared goal there are usually only 

couple of key figures–usually the director and the lead actors–to get credit for 

the work. If we want to understand the nature of creative collaboration prac-

tice on a deeper level, it is crucial to gain a balanced view of the role of the in-

dividual in such context (Candy, 2020). Examining the interaction between in-

dividuals as part of creative practice provides understanding of the co-creative 

process and results to a more transparent habits from which the knowledge of 

how creative and co-creative process works can be generated.

Modern day graphic design has been traditionally fuelled by hype. Howev-

er, the design work is almost always a collective effort, taking details such as 

production and client in the account to produce the most suitable outcome fro 

the problem, yet the focus of design work still concentrates on the individual 

(Pater, 2021). This narrative presents that it is for the sake of the designer to 

come up with the solution, and that the individual designer should be cher-
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ished for the accomplishments in a way that the old masters are praised for 

the most intriguing and beautiful of paintings. Pater (2021) continues that 

it may not be the necessity for competition to be ultimate feature in graphic 

design, and while collaborative work is still rare in the field of graphic design, 

it could indicate a change in the profession to create better and healthier work-

ing environment for designers (Pater, 2021).

To shift the traditions of how the artistic accomplishment is portrayed 

through the mystical individual, and achieve the demystification of the artistic 

process, introduction of research and documentation of co-creation is highly 

important to the field of art and design. Millar (2013) states that simply col-

laborating in artistic context is enough to challenge the purism behind the 

individual achievement and the mystical individual (Ravetz, A., Kettle, A., & 

Felcey, H., 2013). For instance, as no artistic work today can really be called 

new or ground-breaking, it is narrow-minded and largely pointless to focus on 

the individual achievements in creating art or design. Conducting a research 

on collaboration and co-creation process allows the designer to understand 

and develop design field and practice further. Additionally, forming of a trans-

parent documentation of artistic collaboration demystifies the individual and 

questions the norms, clearing space for future endeavours.

Collaboration is deeply tied to the interaction with others, and the human 

behaviour in social settings. Gaining knowledge on how to best collaborate 

is a challenge which has no absolute answers (Candy, 2020). Each collabora-

tive project is different with own starting point, process and goals combined 

with participants' background, experiences and desires for outcome. Giving 

examples on how to best execute collaboration in action is challenging task 

and current research around the subject does not provide tangible solutions 

for designers. To be able to showcase the co-creative process, it is essential to 

clarify how creative mind works. 

3.2 Essence of Art

The question of how creativity is born is complicated. Psychologists Lev Vy-

gotsky (1896–1934) and Mihály Csíkszentmihályi (1934–2021) have studied 

human cognitive development and creativity through a biological perspective 

and learning from peers and masters in social setting. However, creativity 

and artistic creation is not black and white. Vygotsky's and Csíkszentmihályi's 

strictly clinical and scientific study does not answer how an artist finds the 

image or what is the prime mover in artistic process. It can be argued, that 

creativity can not be fully presented through the cognitive studies which paint 

only a rational picture of the process.

Art, tightly linked in creativity, is vastly collective on the one hand, then 

on the other hand, the essence of art is primarily inner driven phenomenon 

where the artist has an urge to create. One of the most notable art theorist 

Anton Ehrenzweig (1908-1966) wrote about the psychology of art and artistic 

imagination in his posthumously published book "The Hidden Order of Art". 

Ehrenzweig (1967) suggests that the true form, the essence, of art is lost at the 

very moment we perceive the piece of work, and the audience is left to observe 

the work only on higher level of awareness. Ehrenzweig explains that "Art is a 

dream dreamt by the artist which we, the wide awake spectators, can never see 

in its true structure" (Ehrenzweig, 1967, p.79) meaning the viewer can only 

observe art on a conscious level forcing it into a solid composition (Ehrnzweig, 

1967). The core of art is created in the lower–unconscious–levels of mind, and 

as long as the artist is immersed in the act of creating, the art is in it's purest. 

This indicates that the raw form of the image, or the idea, is coming from the 

artist's unconscious.

Swiss psychiatrist, psychoanalyst and the father of analytical psychology 

Carl Gustav Jung (1875–1961) developed a theory of the collective unconscious. 

The aim of the collective unconscious is to understand and explain why simi-

lar themes and patterns appear in different cultures around the world and by 

them understand the mechanism and complexes of human mind. 

Jung separates unconscious into two categories. One being personal un-
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conscious, which is mainly constructed of complexes guided by feelings and 

rest upon a deeper layer of unconscious. He calls this other layer as the col-

lective unconscious, because it is universal and has contents and modes of 

behaviour which are more or less the same to all human being everywhere 

and is based in the existence on archetypes (Jung, 1959). These archetypes are, 

according to Jung, occurrences of similar patterns in images, characters, and 

events recurring in myths, religions, and cultures. (Gimbel, 2020, para. 3).  

The theory is intricate and goes on explaining the relations between different 

archetypes and similarities of different cultures and how individual reflects 

these archetypes through the personal unconscious. However, more interest-

ing is how the idea of collective unconscious correlates in creation of design 

and art. 

The goal of design is fundamentally same for every individual, as design 

is aimed to find the best possible solution to the problem. In design, the idea 

of the collective unconscious can be interpreted as the designers need to solve 

a certain problem, serving the audience, or the target group, in the most ben-

eficial manner. Firstly, unconsciously tapping in to the vast pool of memories 

of our ancestors to find the best possible solution to the problem, and to gain 

the collective unconscious balance. Secondly, processing the idea through the 

personal unconscious, giving the piece of work the qualities only the individu-

al is capable of producing. In art, the same principles of the process apply with 

the difference that art is aiming to reflect individual urge to create. These two 

stages create the artistic core of the work, which is later processed further in 

the conscious state through the knowledge of the individual, generating the 

unique aspects of the design

3.3. Core of Collaboration

Collaboration is a group effort which incorporates two or more individuals. 

Candy crystallises the depiction of collaboration: "Collaboration involves in-

dividuals working together towards a shared goal through exchanging ideas 

and expertise." (Candy, 2020, p.102). In all the simplicity collaboration is a 

social activity, where a number of individuals act and support each other to 

achieve their shared goal. However, while collaboration usually work towards 

the same goal sharing their individual expertise, it is not mandatory for the 

collaborators to work on a singular outcome (C24, 2021). Even though, the 

collaborative process involves the members of the collaboration working with 

same material and sharing ideas and knowledge with each other, the collab-

oration may have a different outcome for each individual. After all, it is the 

process, not the outcome, that determines a collaboration.

Tangible outcome works as a platform for reflection. The artefact, or the 

outcome, is the materialized form of ideas by collaboration, on which the 

members are able to contemplate, apprise, evaluate, reassess, and revise; 

generating the participants a platform to experience each other's methods of 

working and thinking both during and after the co-creation process (Candy, 

2020). While the outcome is not in the center of collaboration, it provides 

a fixed point for the participants to ground their reflection and share their 

thoughts with each other.

Collaborative creation can be divided in different types of methods. Candy 

(2020) explains that the terms pattern and structure are used to describe the 

different types of collaborative methods at the individual and the group level.  

The term pattern refers to repeating actions of the individual and the term 

structure describes the groupings adopted to sort the methods of co-creation 

in any given context (Candy, 2020). Individuals act by the pattern of tackling 

the obstacles of creation. The groups structure determines how a problem is 

distributed within the group and who is responsible of addressing it based on 

the individual patterns. However, these forms of structure and pattern are not 

static, but can shift and transform as the collaboration evolves by time.
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Collaboration is a dynamic act, and the essence of collaboration is the abil-

ity to freely shift focus from different angles of creative thinking and making. 

The process of collaboration is fluid and dynamic and it changes depending 

on the type of work, groups ethos and the different roles of each individual 

(Candy, 2020). Collaboration requires an active presence of the practitioners, 

to be open, listen, reflect, and understand each other. This transcendent qual-

ity of the collaborative process provides the possibility to achieve unexpected 

results beyond the creative capabilities of an individual.

Collaboration is a process of sharing and learning from each other in a 

safe environment. The core of successful collaboration formed from observ-

ing the process and others' way of working, experimentation, and healthy crit-

icism (C24, 2021). Participants' openness towards the process of collaboration 

can impact largely on the outcome of the project. Members of the collabora-

tion should agree it is safe to give critique and also prepare to receive it. This 

type of open collaboration is inviting and allows participants to fully dive into 

the act of collaboration and share their ideas and knowledge while proceeding 

towards the shared goal.
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1. Process

In this chapter we start our co-creative journey. We present our plan of action 

and  a manifesto is carried out. The book III is written together and in chap-

ters 1.3 and 1.4  contribution is indicated within the text by letter L (Lehto) or 

S (Salovaara). Otherwise the text is written collectivly. The examination of our 

co-creative journey continues with this written dialogue, individual diary logs, 

and descriptions of our work in action for further documentation and analysis.

1.1 The Plan

In this chapter we will go through our initial process plan for our co-creative 

project of a "Woven Room". This plan will act as a platform for our production. 

In the beginning of our process we present the manifesto of our artistic work. 

The purpose of writing a manifesto is to differentiate our working method 

from the mainstream. Manifestos are useful in two ways. They can be used 

as the team's internal guide to collaborative work. Manifestos, as a sort of 

invitation, bring designers and artists together to work collaboratively. They 

also perform as a unitive philosophy to the artistic work, but will not limit the 

practitioner's individuality (Candy, 2020).

Manifestos help the practitioners to communicate internally, but also to 

present their philosophy externally. It is important for us to articulate ideas 

in text. In artistic work this may not always be necessary. However, in artistic 

collaborative work, communication becomes important again (Dorst, 2017).

In the first steps of our process we need to understand what is an artwork. 

We need to gain a better understanding of each other's interpretation of what 

makes an artwork and what it means to both of us as individuals. It is urgent 

to acknowledge some of our divergence as designers or artists, as we share 

our views about design and art practices.We are expecting this type of free and 

creative thinking process to bring out unexpected results towards our shared 

goal, and hopefully shed light to our own tacit knowledge.

Documentation of our process happens through our individual diary logs 

and a collectively written dialogue where we will interact back and forth to 

discuss our artistic process. Entries in these logs will be identified with the 

corresponding letter of L or S. We will open a shared log in which we can 

discuss in real time about our thoughts in text. The written dialogue will then 

include pristine data of our thinking patterns and interactions. Afterwards we 

will analyse our co-creative process.

The artwork, will eventually be woven in a jacquard technique with Aalto 

University's industrial weaving machine. Before we start to produce the final 

fabrics for the artwork, we need to make a plan of the visuals and weave sam-

ples for structures, colors, and materials.

We have reserved an exhibition space at Aalto University's Väre building 

to display the artistic component. However, this thesis is not about putting 

together an exhibition event, but rather creating the actual artwork. Present-

ing the work in an exhibition context is only interesting from documentation 

point of view.

After all, our co-creative process will be treated like a case study of the 

research subject. Various forms of data collection will be used and it is neces-

sary to record details about our work. The case study approach is beneficial for 

us since working co-creatively is such a broad phenomenon including many 

problems and multiple solutions. Reminding us of our research questions, a 

case study approach is useful when the phenomenon in question is broad.
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1.2 Manifesto

Truthfully,

We are not rich. We don't come from academic familier. We are not fortunate.

We don't panic. We don't brag. We don't kiss ass.

We are not really interested in your opinion. We don't settle.

We don't co-depend.

We co-exist. We take care of our own. We stay up too late.

We grow flowers. We share. We are reflective.

We make. We tell stories. We are honest.

We are at the beginning, once again.

1.3 The Dialogue

*DAY 1 – FIRST SESSION*

L: Ready?

S: Ready.

L: So what is it that we need to discuss now? Our initial thoughts about co-cre-

ating? Past experiences? What? What is interesting right now? We have our 

plan so the frame is clear for both of us. We're making a room. A woven room. 

Time is working against us so to speak cause we've been lazy. Why do you 

want to make a room? Let's start from there. Free association, please.

S: Room is something fairly easy to understand, yet it is ambitious enough to 

make an impact as an installation / art piece. If we make it work it's going to 

be awesome.

L: So are we making something big just for the sake of it being big? 

S: Not necessarily just for that. It's also something we haven't done before. A 

proper exhibition of our work. Result of our collaboration has almost always 

been commissioned by someone else.

L: That is true. I've always felt at least about myself that my real skills are in 

creating something for someone else's needs. I really don't know what my 

own aesthetics are but at the same time people say my work always somehow 

looks like me, but personally I have no idea what it is. The way we've done 

things has also been to support one another. One of us has the actual project, 

the bigger picture at hand and the other one is almost like tutoring, curating 
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and asking the right questions to finally improve the work. But I have no idea 

what it is that we are all about. What is it that we want to say. We don't share 

the same aesthetics that's for sure and we work very differently. You like intui-

tive working and I can't stand it. Still for the last 7 years we've done everything 

together. And I don't believe it's just out of love and respect for each other. Nor 

co-dependency. But the work has been great! So there must be something.

S: I think that is quite a popular setting for designers or artists trying to make 

it work as a profession. Someone needs something and you are there to supply 

it. Although you can't see what your artistic voice or vision is doesn't mean it's 

not there. I often feel the same, what's the point of doing anything and I'm 

not good enough and I dislike the way I draw, can't come up with any ideas 

etc.. Yet looking back at the older work I've done something and people keep 

asking it. But I agree we haven't really pursued towards our collective artistic 

outcome yet. And the result would be interesting to see. Design and art is al-

ways about balancing between the intuitive and planned action. And the plan-

ning of artistic work has been out of my comfort zone but I'm interested to see 

where the inclusion of planning would take my personal work and how that 

would benefit our collaborative working. I too think we have something here 

and to put it modestly, the outcome of our collaboration could be magnificent.

L: Ok, something magnificent. Let's talk about your choice of practice/educa-

tion. Why is that?

S: Yes, visual communication design or graphic design. At first when I got 

interested in graphic design I wanted to create some artwork for others and 

get my work on display. I wanted everyone to see what I'm doing. And get my 

stuff produced and printed. To leave a mark. I was here. It's something I can 

still relate to some point but I don't feel that's important to me anymore. But 

I still enjoy to get things done and to improve things. Make it better.

L: Do you feel your communication is stronger when you do things for com-

mission or when you do things for yourself. Kind of like design versus art sort 

of situation?

S: It's more pure when I do it for myself. I don't have to please people. It's lib-

erating but it also ties you down. I often feel I have this block when I try to do 

something for myself, only paint and draw for my own sake. It's never good 

enough. But I guess that's how it is for most artists. At least how I imagine 

the minds of other artists. When I have been commissioned for something 

it's easier to get into the mind set of working relatively quickly and get things 

finished. Because there's deadlines and possibly other work coming. You can't 

have things laying around when there's other people involved. At least if you 

want to be professional about your practice.

L: Your thinking is very concrete. I'm having a hard time grasping onto any-

thing. You need to talk with more feeling. You don't need to look like a profes-

sional. I hate professionals! That's all.

S: I feel I communicate stronger when I do things for myself. Design stuff is 

always finding best possible solution to the problem. Art is free.

L: I agree that design is just pulling the right strings and if you're lucky, you 

get to bake some of your own vision into it. People talk about design having 

artistic components but what is it exactly? I've always argued with that. Paint-

ing? The artwork of the print? What? In my opinion, there is art and then 

there is not art. Design which is made to match someone's needs is not art. 

And art that clearly forces you to think or feel a certain way is just bad art.

S: Art is to be observed and to be let sunk in. Everyone is welcomed to make 

their own interpretation of it. You like it you don't like it. You can analyse it 

but does that really make difference in the action of the artist? If they are not 
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trying to please the audience..but in my books that's not art anymore. Where-

as design is aimed towards society. It's supposed to improve things. Design is 

trying to sell some idea that's why it involves money and making design costs. 

You can analyse design and come up with better solutions to the problem. You 

can be critical about it and that should be beneficial. I don't know what design 

with artistic component is exactly. Depends on the context I guess. If the de-

sign is involved in artistic work, for example a record cover. If you draw some 

element for the layout you made is that design or art or what?

L: I think it depends what the commissioner is asking you of? If they're giv-

ing you the frame in which you do it, it's not art. Say, they tell you to make it 

gloomy, to look like their music, it's not art. It's design. However if they tell 

you: Listen to this record, make your own assumptions and interpretations 

and then draw the cover, the result is art with your name on it.

S: Even if that art is then aimed to sell the record?

L: Yes absolutely. I think the selling part is tricky and design or art shouldn't 

be separated in terms of whether something is sold or not. In my opinion, the 

only thing that makes the difference is the mindset of the maker, the frame 

and the purpose. For example, an illustration of a children's book is not art 

in my opinion. It's design since it's core purpose is to communicate the story, 

right? It has a reason, more valuable than the maker's personal expression 

and therefore it cannot be art.

S: Ok I agree with that. If the thing made is trying to communicate something 

to the audience it's design.

L: So are we making art or design here? Actually I don't care about communi-

cation with this piece we're making.

S: In my point of view, and this is what I know right now. I have this picture 

in my head that the ROOM is going to be art. And the system we are studying 

is design. I can think about this some more but that's the division in my head 

right now. Outcome=art / Process=design. And I don't mean the process of 

making the room is design, it's art. But the process of studying this phenom-

enon of co-creating is more towards the design side of things.

L: Maybe we don't need to make such clear divisions at all. Maybe our opin-

ions about art and design do not match our reality. Perhaps there is an artistic 

component in design work and we're just being two idiots and too oblivious 

to the fact that these two things cannot be separated.

S: What was that they say.. The world is not black and white. I agree as artists 

and designers we can make our work to be anything we want and call it any-

thing we want. This leads to the idea that if you don't give a shit about what 

people think of your work it's art. That's how I see art at least. Are we all black 

again?

L: So is it safe to say that one of our goals is not to give a shit? That's a difficult 

one for a designer mindset. But it sounds blissful.

S: And the artistic mind set is not easy either because you're all by yourself in 

your head, with your fears and expectations and neurosis and what not. But 

if you're not aiming to please anyone but yourself I'd say you are making art. 

But I don't say it's supposed to be easy, it's not an get out of jail card. The grass 

is not greener on either side. But maybe we are leaning more toward the artis-

tic side of things with this project.

S: But what do you say? Are we making design or art? (I feel like being inter-

viewed here).
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L:  I say art but it worries me. I've always felt that in this university during my 

studies, being an "artist" has been more acceptable for some students than 

others. I'm not going to be modest here, ok: I'm a good designer. And for me, 

being a good designer, I've personally felt more challenged than some. Just 

"making art" has not been an option for me. Whenever I've tried to let go of 

pleasing others it has not gotten a good reaction from professors and teachers. 

Nowadays I see people, artists and designers doing woven jacquard fabrics 

with basically just drawings on them. I feel like there's minor if any justifi-

cation why this image is woven in structure. In some cases weaving seems 

to be used just as a gimmick to create some "wow-factor" based on the hope 

of adding some extra value to your drawing. Can't even tell you how upset 

it makes me. Every decision should have a reason. Your choice of medium 

especially. Woven fabric should comment on the tradition. Why would you 

weave something when you could just make a big drawing? I have a reason 

for weaving this particular piece. And I simply appreciate materials more than 

to just exploit them.

S: I hear what you are saying. Weaving is used just to give one's illustration a 

little pop. The medium is falsely applied, pasted on top to create value. And 

with no understanding of structures for example. Waste of time and money. 

That's bad design. You should be interested in what you are doing to the point 

where you respect the practice and resources you are working with. I think 

reason is good feature for good design.

S: Let's go back a little. What intrigued you to study textile design in the first 

place? Was that an obvious choice for you? How did you come across the path 

you are on now?

L: It was not obvious, yet it was the only path for me into creating anything at 

all. I've always had an issue with visualising ideas and I've never been good 

at drawing. When I try to draw something, the idea always goes. It's such a 

paradox really to be a designer but not a talented visualiser. That is probably 

the reason why I've always felt such a strong connection to materials. Even 

as a kid I could just play with pieces of fabrics for hours. Fabrics include 

so much emotion and knowledge within themselves. They instantly take you 

back into past centuries. Fantasies really. They communicate emotion, age, 

gender, wealth, poverty, tradition. They can represent so much. I could just 

take a piece of fabric and come up with a whole story for you. That's why 

I enjoy fabrics more than clothing for example. Fabrics are the fantasy and 

clothing (at its finest) is just a compressed version of that. And I usually don't 

care about the compression so I choose fantasy. I sound like a real fucking 

puritan when it comes to fabrics but there's so much code in the material it's 

really upsetting these days to hear someone go "oh, I don't really care about 

materials or woven fabrics. I just thought this image would be cool if woven". 

Gets under my skin real quick.

S: That is fascinating! When you put it like that I can see how fabrics have all 

this information and knowledge embedded inside. They represent the whole 

picture, the complete idea of something. And thinking about how much time 

and effort goes into making fabric, they are pieces of art really. Where the 

clothing is only applying and presenting a dissection of this idea. So that peo-

ple can use them and try to communicate who they are. It's sad how some-

thing that is so present in our everyday life goes without recognition or credit.

L: Fabrics are also never neutral in my book. They are highly charged, always 

have been. Not only do they represent fantasy, they are also a waste. Isn't it 

the biggest joke that even in an academic setting: in the morning you go to 

a lecture about sustainable fashion design, and then in the afternoon you go 

and weave your stupid little picture to a huge piece of fabric, without any 

justification and shrug all responsibility by calling it art. You've most likely 

just created something that doesn't decompose for a long time after you do. 

And don't get me wrong, I've done this too. What I'm saying is that everyone 
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should be more concerned about fabric. Now I sound like a real puritan again. 

Let's take a break?

S: That's good. You sound like an artist. Break is good.

*DAY 1 – SECOND SESSION*

L: Ok. I feel like we need to move on efficiently now. What are our feelings 

towards the room. For me, the room is like a safe deposit box. I've spent a lot 

of time inside a room. Because of my illness the room has become a safe place 

as much as a prison. We decorate it like a nest to improve our lives and to fill it 

up with beautiful things. It's very much like inside one's head. It's a bedroom 

but it's also a mausoleum.

S: Room is like fabric. The meaning of a room is coded out of many things. 

What we place inside of it and how, gives the room its purpose. If we bring a 

bed into a room that makes it bedroom and if there's a couch and a tv we call 

it living room. What creates a room are walls. And we can put things on and 

against the walls, to create a space that we like. In the end it's in our heads 

what the room means to us on an individual level.

L: So, is a room kind of like a stage? Like a setting in a theatre type of way. 

Should we actually make a half of a room? Sort of like a very fake stage type 

of thing. Like the ones you see in a Habitat exhibition. The weird promise of 

some improved lifestyle. Or in Ikea. Such an intriguing place is Ikea. Like an-

other weird planet. A distorted promise of an improved life. "You could have 

it all"! I think the right word for such "room" is actually "an exhibition". An 

exhibition of what you should want in life.

S: Exhibition of an exhibition. I like the meta levels this is moving. Actually I 

had this one vision of a three dimensional space pictured on woven fabric. If 

we make this theatre type of stage where the viewer is going to be immersed 

into the artwork this could make a continuum with the physical space the 

room is exhibited and the artwork itself. It should not be all about that but one 

aspect of it maybe.

L: Yeah you mean you step into it? Sort of like trespassing?

S: Create something that makes you feel that you don't supposed to be there 

and you don't totally understand what it is or where you are at/in. You can step 

in and inspect on a detail level or step back and see the big picture. Something 

that we only understand as we are the specialist and constructed it. But the 

viewer can only ponder it's meaning.

L: I think we have to be very careful not to try to make anyone feel something 

we want them to. It gets bad very quickly if we concentrate on that. However, 

it's understandable that our mind goes into "what we want from other people" 

because we are designers. What is it that we want?

*LONG PAUSE*

S: I don't like art to be clean. The outcome should be something that I didn't 

think I was capable of doing before. I want it to show progress. Do you want 

something concrete and visual (i.e. lamp shades)? or experiential like early 

mornings? I like my bed to be nice. We could write a poem to be used as a 

myth for our exhibition and we can render something visual from there.

L: Seriously I don't know. I feel like I have nothing to say. I work so much bet-

ter when it's for someone else. This is frustrating. What are we doing? Why 

did we choose to do this? Why did we do this to ourselves goddamnit?
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S: We might benefit from sketching some of this out and use it as a prototype 

for coming up visual ideas later. I too feel it is hard to find what we want to say 

with the visual side of things. But the main point here is to create something 

artistic that we can use to write about our findings of our collaboration.

THE SKETCHING wORKSHOP IS A DISASTER. AFTERwARDS wE BOTH FEEL 
DEFEATED AS OUR VISIONS DO NOT PROCEED INTO ANYTHING TANGIBLE

A BREAK OF TwO HOURS

*DAY 1 – THIRD SESSION*

L: Ok so, we have come to the conclusion to make a model room. An Ikea or 

a theatre stage type of setting. We're going to have two "walls" and a "floor". 

Like a doll house, correct?

S: Yes, a mockup of a room or dummy-room. It's going to be placed at the back 

of the exhibition space and only the room will be lit up by lights. Other areas 

are dimmed.

L: A dummy-room sounds eerie. I like it. That's also probably the only thing 

where our aesthetics meet. Dark shit. Is the room kind of like commenting on 

our domestic life? Or is it strange to us too?

S: What do you mean? Like how we are adapted to live in this room?

L: Yeah I mean is it somehow a reflection of us or maybe a critique to some-

thing else?

S: I'd find it interesting if it was someone's room, other than us. Maybe a 

room of an imaginary friend? There could be hints of some weird shit hap-

pening. Something that makes you feel kind of uneasy. It's probably going to 

reflect us somehow anyway.

L: That's true. Perhaps it is unimportant to think about it now. It's going to 

be our reflection no matter what. I'm getting dizzy thinking about the dimen-

sions. So we have a dummy-room with 3D "image" of the room woven on the 

"walls". Like so?

L SHOwS A qUICK SKETCH

S: Would there also be furniture or is the space empty? The room is rendered 

only on the walls?

L: Furniture or objects only woven on the walls in my opinion. If we bring 

some actual furniture, then we should cover them with upholstery and I don't 

think there's time for that or meaning in doing so. I strongly believe that 

everything about the room should be woven. If there's even a wooden leg of a 

chair showing, it breaks the magic.

S: Yes I see what you mean. I'm just trying to imagine how does that work 

when you move to different directions from the initial point of view. It's going 

to distort but maybe that's a good thing.

L: Yeah I don't think it's going to be a smooth continuum anyway from the 

actual three dimensional world to the fabric one. Let's test.

 
THE TEST IS SUCCESSFUL – wE HAVE NOw BUILT A MINIATURE MOCKUP 

FOR THE ARTwORK – THE PERSPECTIVE SEEMS TO wORK IF YOU LOOK AT IT 
FROM ONE ANGLE wHILE IT GETS DISTORTED wHEN THE PERSON MOVES 

AROUND IN SPACE
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L: I seem to have an annoying habit of constantly reminding myself why we 

do this and for what reason these decisions are made. I have such a low tol-

erance for working intuitively and simply trusting the process. Any words of 

encouragement for me?

S: Somehow stepping out of our comfort zone (don't know, nothing comes out 

of this, what are we doing..) and actually diving into the process has presented 

us a possible solution to our problem. Now we have a framework for the room 

and it suddenly feels much easier to start the visual process as well. I don't 

think I have any enlightening words to give here, but can you see we are actu-

ally moving somewhere?

L: There's just a lot of moving parts, but the whole artwork is basically pictures 

of walls. I need to have trust on the fabrics to play their part. Like a third wheel 

on this whole co-creation really. I need to check if we're on the same boat?

S: Us or we and the fabrics?

L: You and me. The fabrics will let us know.

S: Yeah I'm on the boat with you. I like the concept now. It will be fun to make 

it work. We might need to think some more about whose room this is. Now or 

later. Also make some try-outs on how to place furniture etc. into the illusion. 

See how that pans out. But the production and technical side of details we 

talked about earlier sound good to me.

FOR THE NExT THREE HOURS wE BOTH LOOK INTO MODEL ROOMS, DISCUSS 
FURNITURE, wHAT SHOULD BE INSIDE THE ROOM AND wHY – wE DRAw 

LITTLE OBjECTS AND PLACE THEM INTO THE MODEL ROOM. wE DISCUSS THE 
IDEAS OF “PEELING THE wALLS” wHICH TURN INTO A MURAL. OUR CREA-
TIVE THINKING IS SLOw AND STICKY. wE COMMUNICATE LESS AND LESS.

AN ISSUE EMERGES –L IS NOT HAPPY wITH THE wORK OR ANY OF THE IDEAS

*DAY I – 4TH SESSION*

L: The more I think about this room now, the more I feel it's just another gim-

mick. I'm having a hard time getting excited about it.

S: As the idea is now, it would make more sense just to paint it. I'm not sure if 

we can even get the details there. The room might turn into melting ice cream 

and we would be really disappointed by the outcome.

ABOVE The last stage of our 3D room model before ditching the idea. (1)



92 BOOK III 93

Love and Death: Study of Co-Creation Miisa Lehto & Samu Salovaara

PROCESS

L: Exactly. The way we are doing it now, it could be done in any medium. If 

something, I should at least practice what I preach. We need to take it back 

to where the only possible solution in making this is by weaving it. See how 

easily we were in the pitfall of doing something just for its own sake? People 

should really question themselves all the time. Ok so back to the room. We 

need fabrics. We actually need a bedroom, am I right?

S: You can really make things complicated by fixating on an idea and start pur-

suing aimlessly towards it. I agree it's a good thing to question yourself from 

time to time and kill your darlings if you have to. Remember we are a rock 

n roll band. Get back.. Yes a bedroom. That's the place to be and where one 

spends about half of one's life.

L: About fixation.. I only now remember how this project started to grow in my 

mind a long time ago. You want to hear it?

S: Please, tell me more.

L: In 2015 I think, we went to Amos Anderson Art Museum to see an exhibi-

tion called Pyhän Teresan Hurmio (eng. Ecstasy of Saint Teresa). It was cu-

rated by two artists whose names I don't remember. The exhibition gathered 

artworks from different artists which all, in a very different way, showed some 

kind of obsessiveness to their practice. In a way that Saint Teresa felt when 

encountering an angel. The works were repetitive, heavy, and done in such 

obsessive manner that most of them looked like machine-made to me. More 

than any of the artworks, I loved the theme of the exhibition. This common 

obsessiveness towards whatever pursuit you have. I found there's something 

similar in weaving for 24 hours (done that more than once). Or woven fab-

rics to begin with. The repetitiveness, the obsessiveness. At the exhibition I 

finally thought someone understood me. It is such a narcissistic trait to do 

something so much over and over again. I loved it. I thought I would weave a 

room. A temple to my favourite thing. But then I got sick and the idea of the 

room kept shifting. I started to hate the room. I guess for that reason I forgot 

my initial plan.

S: Oh yes I was there but I can't remember much about the exhibition. I ap-

preciate you sharing what you felt that day. And I can understand the ob-

sessive mania weaving creates the physical and mechanical repetition. It's a 

meditative process in a way. But yes that is an interesting spark for the idea. 

So let's weave a room?

L: I thought a lot of Saint Teresa while basically sleeping for that whole year. 

The ecstasy of staying in bed. Isn't it nice? It's so selfish, similar to obsessively 

creating something. My temple turned into a bedroom or a bed. We should 

do a bed.

S: So a bedroom. We need the walls for the room, the floor and the bed. Should 

we stick to the idea of an open corner anyway?

L: Yes, let's put a bed in an open corner. With bedding and frills and everything. 

Let's spoil that little shit. And one print. One single repeating print all over 

everything. On the walls and on the floor too. Saint Teresa would sleep in this 

bed.

S: And be proud.

L: Very fucking proud.

END OF FOURTH SESSION AND DAY 1
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*DAY 2 – FIRST SESSION*

S: The physical outcome is now locked. And we are both happy with what we 

are going to do. Any thoughts about our collaborative practice so far? What 

happened yesterday? How did we feel about the process? Did we discover 

something in the way we work? Did we change something?

L: For me at least, I felt a stronger sense of unity when we realised that actually 

what we almost did there (the 3D hassle, room in a room thing) was not great. 

There was energy there when we decided to change the whole work dramati-

cally. In many ways, also in design work, the biggest burst of energy happens 

when you decide to make a change. A change of mind and heart. I felt that 

together with you yesterday. What do you think? Or was it frustrating that I 

was not happy with what we were doing?

S: I feel in a collaboration the communication seems to be the biggest set back 

for the process. If we don't communicate our feelings clearly and at the time 

when we feel certain way about the work, it creates an issue and one of us gets 

frustrated. No matter how hard the other pushes at that point, it doesn't create 

any results. I also felt that energy when we ditched the idea of the three di-

mensional illusion. It was liberating to not have to think about how we would 

make that to work, because clearly it was not going to work anymore. I think 

that the key here was prototyping and learning from that prototype process. 

Would this work in the first place, is this what we want. We have to come to 

these decisions together, otherwise it's not going to work.

L: But we did come to this decision together. We didn't realise that the 3D 

room was a bad idea until we took it too far. And I think we pushed it too 

far because we tried to make this collaboration work. And if it was just me 

alone doing this, I don't think I would've made these decisions ever. I proba-

bly wouldn't have ever realised that the 3D plan was bad.

S: Yes we decided to make the 3D-room together. And we then decided togeth-

er not to do it and changed the plan. But I mean, we could have been strict 

about it when one of us feels this is not going to work. Let's change this, let's 

come up with something else. Which is what we eventually did. We can learn 

from this, and incorporate open communication into our process. So it's not 

just trial and error all the way through. Without our collaboration I think I'd 

still be cracking the 3D-room today. How to make it work, drawing aimlessly. 

Do you get what I mean? I'm not trying to argue against you. I'm just trying 

to think about what happened yesterday. It's just a learning curve and we can 

test later if there's any backing to this.

L: Please don't tell me we ditched the 3D plan just to keep me satisfied? It was 

a terrible idea!

S: No, I'm not saying that. It was a disaster. A delusional plan to create some-

thing big just for the sake of it. In other context that could work. I'm sure we 

could make that work too. But what we are trying to do here, it was a disaster. 

The medium was all wrong.

L: So how do you feel now about our new revised plan? Can you sense the 

energy it should radiate?

S: I feel strong about this new plan. It's simple yet powerful. There's no gim-

mick involved. I'm eager to proceed with it.

L: I hope it'll turn out beautifully dramatic. Again, we have to have faith in 

the fabrics. Let's talk about the pattern. One single pattern all over. I think it 

should maybe be a miniprint or some sort. Something very clearly repeating. 

Very claustrophobic. Very obsessive. What do you think? You're the master 

illustrator.
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S: The pattern has to be good of course in a way that it blends into a one big 

surface. But that's not going to be an issue for us. I'm also thinking if there's 

an illustrative element, let's say flower–a miniprint, could there be some kind 

of a structural pattern on the background? Like white on white. You can't ac-

tually see it that clear, but it's there. Another dimension. What do you think? 

I agree with something clear and simple, but claustrophobic and obsessive.

L: Ah I see! Let me get this straight, so you mean we have like white on white 

one weft system type of pattern going on as the "background" of the fabric, 

but then we have something conventional like a floral pattern visually "on 

top"? But it's all woven in the structure am I right? That could be cool. Then 

that repeated all over. The background "damask" could have a bigger repeat 

than the florals on top.

S: Yes exactly! Something at first glance simple. But in reality, it is beautiful 

and complex, for special occasions.

L: You really enjoy this meta stuff don't you?

S: The meta levels of weaving have always intrigued me. Like how you can 

create something more. Manipulate the technique above the basic level.

L: I like it. Let's do that? How do you feel we should continue with the illus-

trations? I personally feel terrified chopping this beautiful idea into a piece of 

paper. Is it ok to you if you're the one physically doing the drawing and I'm 

just there to hack it out with you?

S: Let's do it! I feel fine doing the drawing, trying to form the elements for 

this. You can guide the process and definitely help when we make the pattern 

happen. I'm thinking we should have a couple of different variations we could 

then sample out and see how that works. Sketch them out. Let's try to come 

up with 2 or 3 complete ideas. What do you think?

L: That's fine with me. Should we go to our studio?

S: Yes that way we have access to all the materials and we can really sketch the 

hell out of this. 

END OF THE FIRST SESSION OF DAY 2
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*DAY 2 – AT THE STUDIO*

L’S DIARY

We get to the studio with an idea to make a simple conventional flower pattern 

and another piece of artwork to "lurk in the background". We don't have a 

clear vision for the background yet so I suggest S starts working on the floral 

print. We sit across from each other in our shared studio. We both have our 

own tables, joined from one end to face one another. S usually speaks less and 

does more so there are the printers, records and art supplies on his side of the 

table. I usually speak more and do less, so I have the coffee maker, an unas-

sembled loom and a trash can on my side of the table. I only now realise how 

well this setting depicts our personalities in this whole co-creative practice.

While I am making a new model of the room, S seems to struggle with the 

flower pattern. His drawing line is weak and he seems to be out of his comfort 

zone. He seems to hesitate. I ask him whether he'd like me to show him how 

I'd start sketching it. He agrees. I remind him that the important thing to re-

member with making florals is that you should not try to invent a wheel again. 

Everything you're ever going to make has been done before and many times. 

The real question is, where do you want us to travel with this flower. I'm talk-

ing about traveling through time and space, history and future, in between 

continents, fact and fiction.

We talk about traveling to the 80's. Something that our parents had when 

we were kids. This romantic and innocent country living thing. We look up 

floral patterns from that era for a reference but nothing seems perfect for our 

purpose. I recommend if we should just pick up an actual flower, draw that 

and make a simple half drop pattern. We start to look into flowers. I suggest 

we choose wolfsbane. It is known to be extremely toxic and carries a sinister 

symbol: misanthropy. We grow it in our allotment garden every year in multi-

ple colours. I start to paint the flower.

The painting is ok but nothing special. We scan it for a com-

puter and place it in a half drop pattern. It does not look like what 

we want. We talk about the spacing in between the motifs and 

no matter how we change it, it doesn't look claustrophobic. We 

ditch the painting I made. In fact we decide to lose the whole idea 

of having florals "on top" and something eerie and illustrative 

on the "background". We talk about how it could all end up just 

looking like another gimmick once again. We're back to square 

one, pattern wise.

We decide to go investigate the images I found before. I 

found images from 1970's bedroom decors where everything in 

the room is covered in a one single print. They look exactly what 

we want. I wonder what difference would it make in the whole 

appearance if the repetition was different, the sizes or the space 

between motifs was different, having one colour or multiple col-

ours in the pattern. Our conclusion is that we will not know until 

the room is done. We can only assume, that in order to get that 

claustrophobic feeling, the pattern needs to have a clear repeat. It also needs 

to be dense in terms of the motifs. The size of the motifs need to be no bigger 

than a human head. The color options do not matter significantly. We decide 

to follow these guidelines for making the pattern.

For a short while we talk about traditional tapestry and their visuals. I show 

S an artist named Kent Henricksen who applies these creepy little figures into 

the visual story of a traditional romantic tapestry. Following this thought, S 

TOP 70's bedroom decor sample 1. (2)   MIDDLE 70's bedroom decor sample 2. (3) 
BOTTOM LEFT  Kent Hendricksen’s application work. (4)
BOTTOM RIGHT  Original xeroxed cassette cover back side of Unholy’s Trip to Depressive Autumn demo. (5)
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shows me an old black metal zine which visuals are incredibly similar to the 

tapestry ones. I think it would be cool to show some kind of a storyline in the 

fabric. Like those tapestry toile de jouy fabrics of hunters and their prey. Or 

a peasant boy flirting with an innocent girl on a swing. The type of pattern 

where the illustration kind of floats around in space like in a dream of what 

happens next. S starts to sketch a gloomy toile de jouy pattern.

After a while I begin to get worried again. Neither one of us is such an 

illustrator who could, just like that, come up with a huge artwork for a toile de 

jouy pattern. And again, we don't even know what we should be saying with 

it. I keep looking at an artwork hanging on the wall of our studio. S made it 

as a commission to an Australian death metal band about 7 years ago, but in 

reality, just like everything, we made it together. The band wanted him to do 

a painting for their latest album cover. I remember the band wanted it to look 

sort of like Larry Carrol's cover art for Slayer albums. And those are amaz-

ing. So the task was to get the same vision 

but in our own creation. Sort of like what 

we're about to do now: traditional toile de 

jouy pattern of our own creation. But back 

7 years ago we learnt something from making that cover art: it was a shit show 

indeed, and we should never have done it. We painted, then printed, cut and 

glued some medieval figurines on the painting. We scratched the surface and 

brushed it with different objects. We used about every paint, pencil and mark-

er on that thing. We used coffee and cow blood. We tried everything in our 

repertoire to compensate for the fact that we are not Larry Carrol. The band, 

of course, liked it but we never talked about it again. I'm realising now we're 

about to fall into that same trap. I tell S to stop before he goes too far, so we 

can rethink this through.

I share my concerns with S. He gets it. We agree that we are simply not 

capable of making such imitation of toile de jouy patterns. Or even if we were, 

it would take a tremendous amount of time and energy and resources, and 

still it wouldn't have any intrinsic value in the end result of this artwork. This 

brings up the question of what we actually can do. What is our style? What 

do we know how to draw? Unlike me, S always keeps sketchbooks. There is 

a pile of them laying in our studio. I suggest we look into his sketchbooks in 

the search of anything we could grasp onto. I know they're full of good stuff.
LEFT  Larry Carrol’s master piece for 
Reign in Blood. (6)
RIGHT  Our take on the subject, 
Crimson River. (7)
OPPOSITE Pile of S’s sketch books. (8)
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TOP LEFT Our shared studio space, L's desk on the front next to the giant copier. (9)
EVERYTHING ELSE ON THIS SPREAD Excerpts of funny faces from S’s sketch books. (10)

ABOVE  L's painting of wolfsbane. (11)
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S is always drawing these ridiculous little figures. The figures remind me 

of some cartoons from my childhood. I remember the American cartoons, 

which I could only watch at my grandparent's place because they had work-

ing cable channels which we didn't have at home. They were too loud, too 

colourful and simply too trippy that they quite honestly made me nauseous. I 

would've watched them 24/7 if I could. Just like in the cartoons, S's drawings 

are small objects and things with little faces on them. Sometimes they're sat-

ires of some commercially known figures. They're so naive, running around 

and being little tricksters. Almost like they are little devils tempting you to 

listen to their story and join their world of delicious lies and selfish deceit. 

For years S has drawn these figures also for my personal entertainment.  

For example: he leaves for work early, and instead of writing a post-it note like 

a normal person, he draws me a little figure who tells me (usually in the form 

of a ridiculous poem) where he went. I'm telling S that we should do some-

thing like this.

We haven't fully given up on the idea of doing flowers on the fabric. It's 

such an obvious and traditional choice. We discuss having S's little figures 

disguised as innocent flowers. The flowers could be chanting to each other 

in a lyrical form. They should be saying the same mantra in 60 cm x 60 cm 

repeats, over and over and over again. The pattern would actually become like 

a small comic strip or in fact, a scenery of a toile de jouy pattern. I instant-

ly know which lyrics the devilish flowers need to be chanting: Ebo Taylor, a 

Ghanaian afrobeat legend, wrote a song 'Love and Death' in 1970's:

“BROTHERS AND SISTERS
LEND ME YOUR EARS
LISTEN TO MY STORY, OF LOVE AND DEATH
I FELL DEEP IN LOVE
A GIRL OF MY DREAMS, YOU SEE wHAT I MEAN
ON OUR wEDDING DAY
wITH TEARS IN HER EYES
SHE GAVE ME A KISS
IT wAS THE KISS OF DEATH
LOVE AND DEATH, wALK HAND IN HAND
THE wAY TO THY GRAVE, IS jUST THE SAME”

This speaks to us. S begins making the artwork. Finally we know what we're 

doing for ourselves and it's radiating energy. We scream at each other in ex-

citement. Now it's good. We decide that S. makes the artwork during the next 

upcoming days, and then we collect together again when it's time to make the 

woven structures. We both agree that mentally the most challenging part of 

this process is now over. We are confident to continue. All this time, we have 

slowly but surely moved towards this particular outcome. But somehow, only 

now, we know both what it is.

END OF L'S DIARY
LEFT & RIGHT Cartoon flowers from Alice in Wonderland. (12) & Cartoon flowers from Silly Symphony. (13)
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*DAY �– MAKING THE PATTERN*

S’S DIARY

I am in charge of executing the visual aspects for our project. We agreed on 

this with L during our dialog session. I need to create the illustrations of fl ow-

ers, the typographic elements, and the layout for the pattern. This all should 

be fi tted on a 60 cm x 60 cm repeat. The pattern needs to fl ow eff ortlessly on 

a straight repeat.

In the past, my workfl ow with illustrations has been more or less intui-

tive. I get a picture in my head for the piece and I start to follow that direction. 

It takes time to work this way. Usually the process does not provide desired 

outcome at the fi rst attempt. Instead, I need several rounds to fi nd the form 

that works for the project, and right now we do not have time to incubate the 

idea for weeks. This will probably be the tightest deadline I've had to fi nish an 

illustration. And this one is grand and complex. I need to create the pattern 

during the following couple of days and I need to plan the process.

The illustration I am creating is demanding. I am not creating a static 

illustration on paper. Repeating aspects of the pattern must be taken into con-

sideration. The pattern should be repeatable in a way that the viewer does not 

notice the large area is in fact constructed from smaller block, repeat. The fact 

that we are limited to straight repeat makes the work especially demanding. If 

the pattern is poorly designed, the viewer will instantly notice the repetition 

and the illusion shatters. I need to get it right pretty much on the fi rst try.

To get going I start by drawing fl owers. Starting is always the hardest part. 

L pushes me just to start drawing something. She recommends me to just 

sketch them out, draw as many as I can, and choose the elements from there. 

Yes, fl owers, I know how to draw them. I fi ll up the pages of my sketchbook 

and papers on hand with these fl owers. I bring them to life by drawing them 

faces. It is so much fun to draw eyes and mouths on them, since giving fl ow-

ers a facial expression brings them life on whole new level. It is no wonder 

why people fi nd those old cartoons,  the ones with fl owers, trees, and animals 

having exaggerated personalities, from the early days of motion pictures so 

mezmerising. I am strarting to consider these sketches as elements for my 

fi nal illustration. I keep the sketchbook near me whole evening.

ABOVE S's sketches for the pattern. (14)
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*DAY 4 – SKETCHING*

I am convinced we have enough flower sketches to work with and L is hap-

py with them. I can proceed. We discuss more how the artwork should look 

like. We want it to look organic and have a hand-drawn feel to it. This suits 

me fine, drawing by hand with ink and pens is the most familiar method for 

me to illustrate and L knows it. However, the repeat size is big so there is no 

point to draw the original in 1:1 scale by hand. That would take forever, and as 

mentioned before, time is not on our side. We decide to construct the pattern 

from hand drawn originals in Adobe Photoshop. This way I can move things 

around however I choose. I feel that working is efficient now, and the sacrifice 

compared to the traditional all by hand illustration is minor.

During the final hours of our first studio sessions, L recommended me 

to do the lettering first, building the illustration around the typographic el-

ements. So I drew all the lyrics in this kind of a naive cartoonish-like letters. 

The form of the letters reflect the petals of flowers with a fairly big touch of 

60's psychedelia posters. They visualise this sort of flowing musical move-

ment in them. I feel this style fits precisely with the image we are trying to 

achieve with the singing flowers.

I digitised the lyrics and brought 

them to Photoshop. I wonder how I 

should distribute the lyrics and con-

struct the pattern. We are planning 

to include a lot of elements into this 

pattern. This worries me and I am 

afraid the outcome is going to turn 

out cramped total chaos. I worry that 

the end result does not look like a 

pattern, but rather a big mess. What 

if this sets us back and evaporates 

the idea. If so, we are going to be back to square one.

I share my concerns with L about how I feel right now. As for the start-

ing point of the pattern we are creating, L suggest I should use a 5-end satin 

structure as a guide for placing the elements. She really knows her stuff and 

is always ready to guide me if I face the doubts. Apparently, this is a textile 

designers' trade secret in pattern making. Am I allowed to give it away? In 

this method the canvas is divided in five both horizontally and vertically. Key 

element is marked in rises of three, giving the canvas a harmonious pattern, 

which then can be repeated to eternity. 

L's advise makes sense, and now that I have some kind of a layout to 

build my pattern to. I feel better to continue. I lay the lyrics on the 5-end satin 

structure template, and bring some of my sketches into Photoshop to play 

around with. We talk about whether the illustration should reflect the lyrics, 

as one would read a comic strip, or if the interpretation should be more open. 

We decide it would be better and more profound to avoid the comic strip feel. 

ABOVE First lettering of the lyrics. (15) 
OPPOSITE  Pattern sketch: flowers and lyrics laid out on 5 end satin motif. (16)
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However, the illustration is not supposed to be completely random. The flow-

ers should sing the lyrics, creating a flowing feeling though out the canvas. 

Flowers swaying and chanting.

*DAY 5 – GOOD NEwS*

In the morning we send an email to Mr. Ebo Taylor. Few days ago we dis-

cussed that even when we are being transparent and crediting Taylor accord-

ingly when it comes to the song lyrics, we'd still feel more comfortable contin-

uing by just simply asking permission. Taylor answers: it is no problem and 

he is delighted that his music has been inspirational to us. We are happy and 

L is especially fangirling over it.

The first digital sketch is forming. I am adding some quick sketches here 

and there with my Wacom I have hooked up into my computer. This way I do 

not have to scan, import, balance, and adjust the files all the time. I can just 

sketch and erase quickly and efficiently. I am quite happy how the sketch is 

turning out. However, I now notice I need to do something about the lettering. 

It is too static and not fitting the scene. It does not look like singing to me. I 

leave the lettering be, and treat them as placeholders for now.

Digital sketch is finished and I am ready to trace. I don't have a light table 

with me but it does not matter. During my years of working freelance have 

figured out a method to use my laptop's screen as a light table. I zoom the 

sketch in 1:1 ratio, 1 centimetre on screen responds to 1 centimetre in real life. 

I use non-photo blue pencil to trace the sketch onto paper, as it will dissapear 

once scanned.

For final line I have chosen a Pilot SignPen marker which I had laying 

around. I'm doing this at our apartment right now (eventhough L has advised 

me many times to move to the studio) and do not have many pens with me. 

Also, I have decided to use a single tool for the inking so the line is not going 

to vary. The SignPen marker is fine for the job. The line is thick, consistent, 

and ink flows evenly from the tip of the pen drying relatively quick.  

Ready to bring the drawings into digital form. I take out my scanner and 

plug it in. The scanner starts to rattle loudly. Apparently the scanner head is 

not going to move. A great companion for over ten years has filled it's duties 

and gave up on us at the most critical time. I still try to open the damn thing 

and fix the scanner head, but can not break it to pieces. I don't know how 

they put these things together but a safe would be easier to open than this 

little thing. I give up the effort and turn to my phone's camera. Nowadays the 

resolution on phone's camera is actually pretty good so I am confident to use 

it. I set up a small shooting rig with decent lighting, and start shooting the 

illustrations with my phone.

After I have brought all the finished illustrations on to my computer and 

into Photoshop, placed them on the pattern file, I notice again that the letter-

ing is not working out. The flow is off and the fragments seem disconnected 

from the illustrations. I start redrawing the typographic elements with my 

drawing tablet straight in Photoshop. This takes the rest of the night and I get 

about all the lyrics done.

ABOVE Tools for the job. (17)



112 BOOK III 113

Love and Death: Study of Co-Creation Miisa Lehto & Samu Salovaara

PROCESS

THESE PAGES Illustrations for the pattern. (18)



114 BOOK III 115

Love and Death: Study of Co-Creation Miisa Lehto & Samu Salovaara

PROCESS

*DAY 6 – CLOUDS*

Yesterday when I finished, I showed the current state of the artwork to L. She 

felt the pattern needed some balance and suggested there could be clouds in 

the background, connecting the flowers and lyrics, woven with light or middle 

shade, possibly in warp faced binding. Cloud, being a common motif in toile 

de jouy patterns. I agreed it would work. So I am drawing the clouds for cou-

ple of hours. We discuss about the balance of the line drawings, they certainly 

lack some power. I suggest I should add density with drawing shadows, so 

the lines seem bolder. L is happy with this direction and so I finish the whole 

pattern just in time for weaving samples tomorrow.

*DAY 7 – BEFORE THE wEAVING*

L tells me the clouds are not good and are simply way too different in style 

with the rest of the illustration. I get little mad at her and tell her she should 

have said something about it earlier. Apparently she did. Maybe I was too 

hooked on my own thing. I remember she said something about it last night. 

We argue if I was not listening or if she was not communicating it clearly 

enough. Reconciliation is made: we both need to listen more and speak out 

loud when one of us feels there is an issue rising. Communication is the key. 

I make final changes to the clouds.

END OF S'S DIARY

ABOVE Final pattern ready for weaving. (19)



116 BOOK III 117

Love and Death: Study of Co-Creation Miisa Lehto & Samu Salovaara

PROCESS

1.5 In Action 

*MATERIAL SELECTION AND FIRST wEAVING SAMPLES*

We have our first weaving hours booked on Aalto University's TC-2 hand op-

erated jacquard loom. The final big piece will be woven on Aalto University's 

industrial weaving machine, so we have chosen to do samples on TC-2 loom 

since its warp material and density are close to the ones on the industrial ma-

chine. The plan is to try out the pattern; find yarns, choose colors, and figure 

out structures. For this session we have already prepared few different weav-

ing files with different structures and bindings. Before beginning we need to 

discuss options for weft materials.

The weaving workshop carries a limited selection of weft materials and 

colors, so we have agreed to order the final yarns ourselves once we are settled 

with the quality. Choosing the weft materials proves to be a difficult task. S 

suggests that we use wool. A suggestion soon turned down by L because who 

would sleep in canopy bed made completely out of wool. S decides to take a 

step back from selecting the materials. L has a vision that the quality should 

resemble a vintage silk duvet. Actual silk however, is unfortunately out of our 

budget range and for that reason we need to look for other materials with a 

certain silk-like shine.

L looks at polyester-viscose blends but finally sets her eyes on mercerized 

cotton. Even though much has changed during the years and with the uni-

versity's move to a new Väre building, the workshop's storage still carries few 

cones of Venne Yarns from a Dutch yarn supplier. L trips down memory lane 

to the time these mercerized cotton cones has their very own locker in the old 

building's yarn storage. She used them often in her collections because the 

colors were delicious and the shine simply irresistible. Only now, the color 

selection is dramatically lesser, so we decide whatever color to do the woven 

samples with. Venne Colcoton 100% mercerized cotton with Nm 34/2 would 

be our weft material, and the stuctures and bindings are made to fit this yarn.

Our first plan on the TC-2 loom is to weave a sample on a damask structure. 

We try simple weft-faced and warp-faced satins. Already after weaving a few 

centimeters, it becomes clear that damask structure is not going to work with 

these yarns and this density. We talk about keeping the structure simple. This 

means no multi-layered structures, filling yarns, 

or other coded gimmicks in the structure. We talk 

about using only satins: the bindings would even 

more enhance the shine of the mercerized cotton 

and using an additional warp faced satin would 

then create a vertical shine.

At this point, we are working in a very organ-

ised manner. S works on a Photoshop to make 

the changes in structure and bindings, as I weave 

a small 5 centimeter sample of each sample. We 

make samples on 5-, 8-, 16-, 20-end satins and 

every combination in between. Our pattern in-

cludes fine drawing lines, so we aim to make the 

bindings in these areas as weft-faced as possible. 

Is appears to be difficult to get excited about the 

woven samples because we cannot make color 

tryouts at this point. L is especially frustrated with 

the lack of potential color options. Our weaving 

time is up and we have to continue the samples 

in the upcoming week.

*SECOND wEAVING SAMPLES*

During the second weaving slot we have come to conclusion to use only the 

16-end satins in the  structure for this fabric. The quality of the 16-end satin is 

above any other satin structure we have tried. The shine,which the mercerized 

ABOVE, FROM LEFT TO RIGHT S and L weaving 
the samples at Aalto Univeristy. (20)
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cotton yarns gain from this structure, is 

gracious, verging towards the silk-like lus-

ter and the wefts align perfectly with each 

other creating bold and crisp lines for the 

illustration. We have found the right candi-

date for our endeavor.

During these samples S notices that 

the flower illustrations lack a bit of depth. 

He decides to add little highlights with 

warp faced satin here and there within the 

illustrations. We wrap up and prepare the 

files for industrial machine to sample the 

pattern before choosing the colors for the 

final fabric next week.

*SAMPLE ON THE INDUSTRIAL MACHINE*

We are excited and anxious to start working 

with the industrial machine. L is ponder-

ing on everything that could go wrong with 

the structures, if the pattern does not work 

and if the yarn choice is a mistake. S stays optimistic. We plan on weaving 

approximately 20 centimeters of fabric with a width of 120 centimeters. From 

that sample we will be able to determine whether the satin structure works out 

in our favour or not. This sample will also indicate the weft density needed for 

the final piece, and therefore the yarn consumption. 

The machine starts to weave our fabric nicely. From the beginning we 

can see that our structure has no mistakes to recover, and our pattern flows 

nicely across the width of the warp. We make a sample of a two different weft 

densities: 32 and 34 picks per centimeter. The difference is slightly visible, but 

the biggest difference can be felt by touching the areas of the warp faced satin. 

The studio master working with the industrial machine is concernd about 

warp breakage when we continue weaving bigger volumes with the higher 

density. All in all, the sample with the industrial machine is successful.

Later we get the sample out of the machine. We then decide that the sam-

ple with the higher density is indeed better for our purpose. It is slightly more 

robust and the fine lines of the pattern more visual. We make calculations of 

how many meters of fabric do we need to cover all the elements in the room. 

With a quick plan of pattern, we determine that 25 meters of fabric is needed. 

Now we can also count our yarn consumption and move on with the yarn or-

der once we have decided the colors.

*THE STRUGGLE wITH COLORS*

We think that the fabric should have 

traditional toile de jouy color scheme 

to it which means having two different 

shades of a color. We both share a vision 

of the room being green. This idea rises 

from the plant theme of the illustration, 

and the sceneric layout on the pattern. 

Now the only question is what kind of 

green that is. We grab Venne's mercer-

ized cotton color map, take a picture of 

it and start to limit our green options. 

Venne's official color map only presents small samples of the yarns, making it 

very difficult for us to mix and match the greens together. L starts to work on 

our own color map based on Venne's physical map and their online color rep-

resentations. She limits our green selection and makes a map on Photoshop. 

Now we have found somewhat a match between the physical greens and their 

BELOw Material and structure samples. (21)

ABOVE L's RGB definition of Venne yarns. (22)
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corresponding RGBs. 

We can now start placing and playing with the colors on our pattern. We 

try out the different color combinations to find the one we like. After creating a 

dozen of these combinations we limit the choices to three best color schemes. 

Each of these three options take us to a three different worlds. One, our initial 

favorite, makes a traditional toile de jouy color scheme with a dimmed shade 

of porcelain green and light pistachio. Another option is completely funky, 

apple and smaragd, creating a moderately tacky vintage bedroom upholstery 

look. Our third option is a winner: a beautiful deep shamrock with an inten-

sive toothpaste mint. We message the yarn supplier only to be informed that 

those two specific colors are currently sold out. We turn into plan B, which 

is a big risk and we both know it: apple and smaragd. We wonder that it may 

become too funky but perhaps that is just exactly what we need right now. The 

yarns arrive just a day before our booked weaving time for 25 meters of fabric.

*INDISTRIAL MACHINE – wEAVING THE FINAL METERS*

There are three days booked for the industrial machine in order to weave the 

required amount of fabric. We attend the first weaving session to inspect that 

everything goes accordingly. This is also the first time that we see our colors 

in action. Already after the first ten centimeters we can see that the yarns, the 

colors, and the satins shine incredibly making the fabric look extravagant and 

delicious. We are now happy with our color scheme, even though we took a 

risk. After three days of weaving we are able to detatch the fabric from the 

machine and start working on the pieces for the installation.

LEFT Color option A: Porcelain green & light pistachio. (23)
MIDDLE Color option B: Apple & smaragd. (24)
RIGHT Color option C: Shamrock & toothpaste mint. (25)
OPPOSITE Weaving on the industrail machine. (26)
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*CONSTRUCTING THE INSTALLATION*

We have made a plan for each element of the installation which eventually 

become a mockup of a bedroom. The elements consists of two walls, a bed 

with a hem and a duvet cover, two pillows with frills, a canopy with frills and 

three side curtains, and a floor. The process starts with cutting the fabric into 

pattern pieces according to our plan of elements. The measurements are tight 

with no room for errors. Because the fabric is easily fraying, we need to treat 

every cutting edge with a special glue before moving forward with sewing. We 

immediately understand that this is going to be a much bigger process than 

we anticipated. To move on effeciently, and to make sure we have enough ma-

terial to work with, we decide to make the 

walls first.

The installation will stand on it's own, 

meaning that we need a skeleton structure 

to support the walls. While L cuts, glues, 

and sews the walls together, S builds the 

wooden walls for the open corner. We dis-

cuss that the skeleton structure of this in-

stallation needs to be easily assembled and 

dissembled as our gallery booking time is 

very limited.

Next, L moves on to making the pillows. 

These pillows will be essential to the piece 

and this is the first time we will try making 

frill hems with this fabric. Making the pil-

lows and glueing all the edges is very time 

consuming. Eventually the pillows turn out 

just as we expected and they look strangely 

luscious. L continues with carefully meas-

uring and cutting the rest of the patterns. 

After working on with the piece for three days, we realise there is not 

enough fabric for every element we have initially planned. Even though we 

have calculated every centimeter beforehand, we realise that a mistake has 

been made with the frills' consumption. We are not missing a lot, but just 

enough forcing us to make dramatic changes to the initial plan. We need to 

lose an element. Every element seems cruicial to the end result and we take 

a timeout to contemplate our options. The floor needs to go. In fact, the floor 

was never a good idea. It is interesting how something on paper can seem so 

important, but in reality, turns out to be a complete waste of fabric as the bed 

cover most of the floor. We are actually glad we ran into this issue now.

During the next two days we continue working with the fabric and con-

structing a wooden frame of a bed. To save fabric on the duvet cover, L decides 

to sew our fabric on the top of a regular cotton duvet cover. This needs to be 

OPPOSITE S building the bed. (27)
BELOw LEFT L cutting the fabric carefully. (28)
BELOw RIGHT L gluing the edges right after cutting. (29)
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OPPOSITE L aligning the seam. (30)
ABOVE Skeleton construction in demo setting. (31)
RIGHT L frilling the side curtains. (32)
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hand sewn to make sure it fits accordingly to the cover. We discuss that the 

bed should be able to support both of us if we want to use it in a photoshoot. 

S builds the bed frame from plywood and leftover wall cuttings, making the 

construction sturdy and easy to disassemble and rebuild at the gallery space. 

Our plan is to lay a foam mattress on top of the bed frame, which we can then 

cover with the duvet cover and piece of fabric creating an illusion of real bed 

sheets. After an exhausting task of compiling all the elements, everything is 

finally ready for the assembly of the installation at the gallery space.

1.6 Analysis

The installation represents an elaborate bedroom corner. Every aspect of the 

bedroom is covered with same satin fabric. In the corner stands a tall canopy 

bed, perhaps a double bed. When standing close to the side of the bed, one 

can get a feeling of softness and a luxurious hotel suite-like comfort. On the 

other hand, getting too close to the bed can become overwhelming. As often 

as the ultimate comfortability, this too comes with a price. The bedroom, with 

all it's frills and plush, depicts a perversive egoism and is truly an obsessive 

performance about love and death.

The bedroom invites the eye to follow the story illustrated on the opulent 

green satin fabric. At the first glance, from further away, viewer preceives the 

fabirc as an uniform surface. Moving closer, this surface transforms into a 

pattern, finally disintegrating into different levels of typographic and illus-

trative elements. Cartoonish illustrations of flowers are tempting the viewer 

to listen to their story. The flowers are singing and swaying along with a love 

song of Ebo Taylor's Love and Death (Taylor, 1980). A song, which in its lyrics 

so perfectly crystallizes the concept of co-exsistence. Love is being the uniting 

and fueling core of collaboration revolving around learning and sharing, and 

death can be interpreted as the abandonment of the individual artistic ego.

What comes to the story wrapped around every elements of the bedroom, 

is it as much sorrowful as it is gratifying. One has given the freedom to ex-

plain it however they see fit. It deliveres no answers to questions of right or 

wrong, happy or sad, together or alone. The story is a simple statement similar 

to the creative process of this thesis, reminding that the aim for research was 

to present our process as precicely as it occured, nothing added and nothing 

left out.

The mechanism of collaboration became increasingly obvious as our pro-

cess of co-creation advanced from ideas to action. The co-creative journey is 

never explicitly black or white, and the process of co-creation can not be pin 

pointed on a linear line. Instead, it consist of nuances and variables which 

move simultaneously on different wavelenghts, formulating multiple narra-
ABOVE Demo setup right after the elements were finished. (33)
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tives and guiding to the process of co-creation. These ever-balancing factors 

finally determine the outcome of the collaboration. As we reflect back to the 

process and this particular installation, we are seeing the full spectrum of 

colors related to our collaboration and this co-creative practice.

ABOVE Poster for Love and Death Exhibition designed by S. (34)
OPPOSITE Love and Death in V1 Gallery in Väre. (35)
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OPPOSITE Love and Death, detail, Foot. (36)
ABOVE Love and Death, detail, Pillow.(37)
BELOw Love and Death, detail, Duvet cover. (38)
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THIS SPREAD Love and Death,
detail, Bed. (39)
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ABOVE Love and Death, detail, Side view. (40)
OPPOSITE Love and Death, in  Väre, V1 Gallery space. (41)
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2. Conclusions

The conclusions chapter is divided into two parts. In part 2.1 L and S explain 

their own individual conclusions according to their separate research ques-

tions. Part 2.2 includes mutual discussion of the overall contribution of this 

thesis to the existing knowledge, as the importance, limitations and recom-

mendations for future research is taken into account.

2.1 Apart

L’S CONCLUSIONS

One aim of this research is to demonstrate co-creative practice as an artistic 

philosophy. I questioned how does co-creating as an artistic philosophy gener-

ate better understanding of the design practice itself. As a task to demystify art 

and design practice, we need to engage in an active self-analysis. In this thesis, 

and especially in the process of making the installation, co-creating as an ar-

tistic philosophy forces me to constantly remind myself of the reasons why we 

choose to work together. Those reasons are: to create novelty, add knowledge 

to where it did not exist before, question our decisions in good and in bad, to 

support and challenge my co-creative partner to become the best artist and 

designer he can be, and to learn about my own strengths and challenges as an 

artist and as a designer. These reasons can be considered to be as beneficial as 

any brief to a design task. Therefore, it can be argued that design practice is 

more than simply refining our designer skillset by extending our know-how to 

it's finest form, we also need to take an educational journey to the core aspects 

of being a designer in 2022: listening, asking and understanding. This thesis 

work highlights that co-creating as an artistic philosophy makes that journey 

possible.

Like many designers, having worked independently for so long, I too have 

felt the deterioration of artistic vision and the lack of motivation. It is paradox-

ical that designing for social, environmental and technological improvements 

would be considered to be a job done independently. This research aims to 

find what possibilities does co-creating bring to the artistic process in relation 

to working independently.

In the beginning of our shared process, we discuss our artistic visions 

towards the co-creative project in order to learn of each other's personal atti-

tudes and goals. The point of this is not about creating a coherent vision or 

common agreement of proceedings. In fact, the process shows that we agree 

as often as we disagree. It is in the moments of disagreements when the big-

gest enhancements of our artistic vision occurs. As much as it is a wearing 

task to be constantly in the alert of changing and enhancing your vision, it is 

also the key element of keeping the co-creation productive. In this sense, our 

co-creative process results in an installation that could not have been done 

independently.

S’S CONCLUSIONS

The aim of this thesis is to contemplate and understand how co-creation chal-

lenges and affects my individual design process and what are the important 

aspects of participating in a co-creative design practice. The assumption is 

that artistic design practice benefits from a comprehensive understanding of 

collaboration, opening new doors for personal growth as a designer and an 

artist. The study is also aimed to gain knowledge about our particular co-crea-

tive practice covered in the thesis.

Literature reviewed supports the importance of collaboration as a new way 

of presenting an artistic outcome. It invites designers and artists to study the 

practice through active self-reflection and question the established traditions 

of the field.   While, to some extent,   creativity can be covered with clinical 

definitions, other studies suggest that art and creativity are not as easily de-
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fined. The artistic creativity seems to reach deeper into our consciousness and 

unconscious levels of the mind. This provides an argument that creativity is 

a more complex process than being merely an impulsive reaction to our sur-

roundings.

The act of self-reflection during our co-creative design journey has provid-

ed me with important tools to investigate my personal design practice.  Until 

this day, I have struggled with finding the image and meaning for my work 

due to the false depiction of a mystical individual, the sole creator, who stands 

behind the outcome without an explanation. However, through this process of 

co-creation, understanding and listening to others has gained a greater status 

in my personal practice. At first, the reflection on the practice felt challenging, 

but I quickly noticed the impact of it. Critical reflection and questioning of my 

individual working methods created the possibility to address the issues and 

change the adopted ways of working. I have come to realize how the co-crea-

tive practice can be aimed to challenge and aid us to become better designers 

and artists. On a personal level, I have also noticed the improved efficacy of 

project management and execution of the outcome. 

In co-creative design practice, observation, listening, and learning have 

proved to carry a significant importance in collaborative efforts. Individually 

set expectations slow down the process and lower the possibility for achieving 

unexpected results. It is the openness of the participants and transparency 

of their practice that defines the atmosphere and determines success for the 

collaboration. Through collaboration, by understanding and listening to each 

other, it is possible to let go of the restrictive artistic ego and reach new realms 

of creativity.

2.2 Together

COLLECTIVE CONCLUSIONS

The ways of collaboration come in many forms. Methods to render artistic 

vision and reach the goal vary widely from group to group, each collabora-

tion having its own unique working mechanism. Looking in the history of 

art,  some groups or individuals and their methods are mainly professional, 

but in some cases the methods might be considered as questionable and even 

unethical.

Yet, even the most bizarre forms of collaboration, that on the first inspec-

tion might seem like a waste of time, bring forth the evidence of elements 

affecting collaboration, from nutrition to space and from practical methods to 

group dynamics. Taking a closer look at the different aspects of collaboration, 

one can see them serving a function, even if only minor, in the way individu-

als in collaboration work and cope with each other. Only through individual 

interpretation and reflection we can determine which is important to each 

participant and the co-creative effort as a whole. However, we can not rule out 

even the smallest variable that contributes to collaboration.

The thesis has a limitation in order to achieve commonly beneficial knowl-

edge around the topic of co-creating. It should not be forgotten that we, Lehto 

and Salovaara, are a couple in our personal lives outside of design practice. In 

many ways, we already know each other in a much more intimate level than 

a regular working partnership ever would. This fact, provides us inevitable 

shortcuts in communication, which in any other partnerships would most 

likely be handled in a very different demeanor. However, during the process 

and documentation, we were very aware of this potential bias threatening the 

credibility of our research. We made a conscious decision to consider our col-

laboration through the lense of family collaboration pattern (Candy, 2020), 

where the participants are already close and familiar with each other. We at-

tempted to resolve the bias with a careful and honest documentation, and by 
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being extremely truthful to the research at hand.

This thesis showcases only a single co-creative practice. To generate more 

comprehensive knowledge about the subject to the field of art and design, 

more research is required. As a recommendation for future research, we sug-

gest to conduct similar studies in various settings where the focus of research 

is more on the phenomenal aspects of collaboration, rather than on the end 

result. By this thesis we would like to encourage artists and designers to re-

flect on their practice as we have found it to clarify our own individual design 

thinking. As designers, it is most useful to acknowledge your own skills, but 

also pay close attention to the potential of co-creation.
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(38) Lehto, M. & Salovaara, S. (2022). Love and Death: Detail: the duvet cover. [Installation, 

woven jacquard fabric, wood] (own photo)
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