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ABSTRACT

This master’s thesis is a practise-led research project that concentrates on plants. 
The study revolves around the notion of a contemporary herbarium, and the possi-
bility of evoking interest and appreciation towards plants through design. 

The thesis is composed of two parts: an artistic production and a written com-
ponent. The artistic production carries the name The Herbarium Project and has 
been presented in the form of an exhibition as part of the programme of Helsinki 
Design Week 2019. Adjoining the exhibition three workshops were facilitated by 
the author. The Herbarium Project is an evolving process, and its outcomes are 
displayed in a digital form through a website and an Instagram account dedicated 
to the project. The written component of the thesis illustrates the background of the 
project and presents it in the context of the design field, as well as in relation to art 
and craft. Furthermore, the written part elaborates on the creative process and its 
outcomes, and presents the final conclusions and implications.

The driving force of this thesis is a personal urge to find meaningful ways of prac-
tising design in a time when our planet is on the verge of an ecological crisis and 
producing new objects is difficult to justify. Finding a balance between one’s artis-
tic expression, design practise and the will to protect the environment is approached 
through working with plants. A collection of objects, designs and concepts is cre-
ated using meadowsweet, lily of the valley, lilac, common reed, lupin and rowan. 
The aim of the process is to identify and communicate the inherent beauty, potential 
and value of the plants. Historically, plants have been used in a myriad of ways to 
benefit humans. Correspondingly, The Herbarium Project addresses a plenitude of 
topics ranging from wood carving and plant dyeing to herbalism and cooking.

The outcome is evaluated based on the feedback received from exhibition visitors, 
in the workshops and online. Through the whole process and the reflection thereof, 
a personal mission statement of a designer emerges: to promote the worth and value 
of nature through the means of design.



TIIVISTELMÄ

Tämä maisterin opinnäyte on taiteellinen tutkielma, joka käsittelee kasveja. Työn 
keskiössä on ajatus nykyaikaisesta kasviosta, joka muotoilun keinoin esittelee 
kasveissa piilevää potentiaalia ja siten herättää arvostusta kasveja kohtaan.

Opinnäyte koostuu kahdesta osasta: taiteellisesta sekä kirjallisesta osiosta. Taiteel-
linen tuotos kantaa nimeä The Herbarium Project ja se on ollut esillä näyttelyn 
muodossa osana Helsinki Design Weekin ohjelmaa syksyllä 2019. Näyttely piti 
sisällään myös kolme luovaan työskentelyyn ja kasvimateriaaleihin liittyvää työpa-
jaa. The Herbarium Project on jatkuva ja kehittyvä prosessi, ja sen tuotoksia es-
itellään projektin omalla kotisivulla sekä Instagram -tilillä. Opinnäytteen kirjallinen 
osio kertoo työn lähtökohdista ja kuvaa projektin viitekehystä muotoilun, taiteen 
ja käsityön kentällä. Luova prosessi ja sen tuotokset on dokumentoitu, ja niitä tar-
kastellaan tekstin sekä kuvien avulla.

Tutkielma on saanut alkunsa henkilökohtaisesta tarpeesta löytää merkityksellisiä 
tapoja toimia muotoilijana aikana, jolloin maapallo on ekologisen kriisin par-
taalla ja uusien esineiden tuottamista on vaikea perustella. Oman taiteellisen il-
maisun, muotoilijan ammatin sekä luonnon varjelemisen välistä tasapainoa haetaan 
työskentelemällä kasvien kanssa. Lopputuloksena on kokoelma esineitä, ideoita, 
malleja ja konsepteja, jotka on toteutettu käyttäen mesiangervoa, kieloa, syreeniä, 
järviruokoa, lupiinia ja pihlajaa. Pyrkimyksenä on tunnistaa ja tuoda esille kasvi-
en kauneutta, potentiaalia ja arvoa. Kasveja on kautta aikojen hyödynnetty kulttu-
urissamme lukemattomin eri tavoin. Vastaavasti The Herbarium Project käsittelee 
laaja-alaisesti eri aiheita aina puunveistosta ja kasvivärjäyksestä kasvien terapeutti-
seen käyttöön ja ruoanlaittoon.

Lopputulosta arvioidaan näyttelyssä, työpajoissa ja digitaalisessa ympäristössä saa-
dun palautteen perusteella. Opinnäytetyöprosessin ja siihen kohdistuvan reflektoin-
nin myötä tekijän tulevaan suuntaava missio kiteytyy aikomukseksi promotoida 
luonnon arvokkuutta muotoilun keinoin.
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Prologue: Botanist and a Poet

For years I have been struggling with the idea of being a product designer. Finding 
justification for designing new objects for commercial purposes has seemed impos-
sible to me - no matter how noble the values and design philosophy behind them 
might be. I relate to the likes of renown designer and educator Victor Papanek who, 
already in the 1970’s, recognised the threat imposed by irresponsible behaviour in 
the field of design. I find solace in his colourful, unapologetic way of criticising the 
design of unnecessary things and his clearly expressed call for the moral and envi-
ronmental responsibility of designers (Papanek 1986). When you consider how the 
world has changed since the time of Papanek’s writings, I believe it is only natural 
to become quite anxious when pondering on one’s professional choices.

For me, offering new physical products as an answer to people's neverending wants 
in the 2010’s simply does not seem ethical. Yet, I long to create beautiful things 
and to make them visible to others. This dilemma has led me to try a more artistic 
approach. My search for ethical and resource conscious ways to practise design has 
drawn me towards artisanal methods and natural materials. 

I have noticed - in retrospect - that most of my projects during my Master’s studies 
have revolved around plants. I have done material experimentation with used cof-
fee grounds and fallen leaves. I have done extensive artistic exploration with pine 
needles. I begun a side business doing flower design, which in turn led me to study 
organic garden production so that I could grow my own material in a sustainable 
way. When branding my floral escapade, I engaged in a lot of soul searching for my 
designer identity. Finally, I named myself ‘Botanist and a Poet’, as I realized what 
motivates me: I want to create beautiful things that tell fascinating stories about 
nature, thus creating reminders of what we are a part of. This thesis is my first at-
tempt in framing the shapes and forms this intention might produce in my work as 
a designer.
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1. INTRODUCTION

This thesis is a practise-led research project. It consists of a collection of artefacts 
made from a curated selection of plants. These artefacts have been presented in the 
form of an exhibition and participatory workshops as part of the programme of Hel-
sinki Design Week 2019, and in online formats as a website and an Instagram pro-
file dedicated to the project. The project as a whole is to be considered as an artistic 
thesis with emphasis on the production component. This written part introduces 
the reader to the project. It includes an explanation of the creative process and its 
outcome, the context within which it was created and the conclusions of the thesis.

1.1. Defining the Topic: Notion of a Herbarium

The artistic production is concerned with finding ways in which I, as a designer, can 
draw people’s attention to plants. My starting point is the idea of a herbarium, as a 
‘a collection of dried plant specimens usually mounted and systematically arranged 
for reference’ (Merriam-Webster 2018) [image 1.]. Whereas a traditional herbarium 
would act as a dictionary of the plant kingdom, providing information for the pur-
poses of plant taxonomy and morphology (Encyclopedia Britannica 2018), I seek 
to create a herbarium which provides inspiration.

I made my first herbarium when I was 9 years old. Over the summer I was col-
lecting and pressing flowers, then carefully mounting them on individual sheets of 
thick paper and labelling them, minding my handwriting to make it as pretty and 
neat as possible. I find the visuality of herbaria interesting and beautiful. There is 
something fascinating about the simplicity of having the form of a real plant spread 
out on a sheet of white paper, and the only mark the maker leaves is the lettering of 
the pre-established words and markings. 

This time, at the age of 37, I am looking more into the very essence of a herbarium. 
The way I see it, the idea of herbaria is to present plants so that different species 
can be recognised in nature. With that notion, I am taking on the role of a maker 
who not only places the specimens against a blank backdrop but carefully examines 
the plants with the intention of manipulating them into different shapes, forms and 
ways of being - in order to present plants so that different species can be recognised 
as valuable. 

The nature of this thesis as artistic research provides a space within which to also 
study my own practise as a designer. Following the basic principles of research 
through practise, I am observing and reflecting on my ways of working. Through 
this, I hope to recognise methods and subjects which I feel motivated to continue 
working with after the thesis is finished. From this perspective, developing my own 
practise and exploring professional prospects can be considered as part of the topic.
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Image 1. Trifolium repens i.e. white clover. Collected by Gunvor Carlsson in 1942
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1.2. Framing

This thesis focuses on communicating the value of real plants. I am looking at six 
plant species and exploring their qualities through my creative practise. The select-
ed plants are common species found in Finland, either in gardens or growing wild: 
lilac, lily of the valley, common reed, rowan, meadowsweet and lupin. I am inter-
ested in the nature of each of the the plants,  and therefore bring forward different 
aspects of them, depending on the characteristics of each plant. The emphasis is 
on art and craft, but as the inherent qualities of the plants is the focal point here, I 
am equally interested in for example the nutritional value as I am of the aesthetic 
features of a plant.

The artefacts and their presentation are equally important parts of this project. 
Hence, creative process within this thesis includes not only making the artefacts, 
but also creating an online presence for the project, holding an exhibition and or-
ganising three workshops. 

To address the limitations of this thesis I quote design theorist and philosopher 
Tony Fry, who begins his book ‘Design as Politics’ by stating: “Whatever we write 
is always, unavoidably, from a perspective.” (2011: vii). This thesis is created from 
my personal point of view. Hence, it is subordinate to my persona and aspirations 
as a creative practitioner. It is limited to studying the subject within one individual 
project, The Herbarium Project, and in relation to time and place: since the objec-
tive is to evoke a positive reaction through interesting applications and visuality, 
the choices made in creating the artefacts and designing the presentation are in-
fluenced by current trends. It is worth acknowledging, that as the outcome of my 
artistic research is evaluated against feedback from the exhibition visitors, there is 
a connection between the demographics of Helsinki Design Week’s audience and 
the results of this study.

This thesis is not a botanical study about plants, nor am I striving to produce new 
scientific information. Furthermore, the design work within this thesis is not prod-
uct design with the target of creating finished, functional products. It is an open end-
ed exploration, combining established ideas and techniques with intuitive design 
practise, located somewhere in between art and craft. The framing of this project 
follows the intention of mapping out potential uses of the six plants, creating arte-
facts which could contribute to an inspiring display and evoke interest towards the 
use of plants.
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1.3. Objectives

One of the perspectives of this thesis is to establish a way for me, as a designer, to 
encourage change in people’s thinking. I seek to promote the worth and value of na-
ture through means of design. To serve this purpose, I have set as my main objective 
to bring real plants into the spotlight. My intention is to make visible the inherent 
qualities of plants, expose their inner potential and to communicate their aesthetic 
and use value. By doing so, I hope to evoke appreciation towards species around us.

The artistic goals I have set for this thesis are subordinate to my ideological objec-
tives. As my main priority is to bring plants into the spotlight, I seek to create an 
interesting, visually pleasing collection of artefacts and to present it in a design 
context, to make them seen as interesting and valuable. I am using the term artefact 
to address all possible outputs of my research, such as objects, designs, ideas and 
concepts, whether they take on a material form or not. My artistic aim can be divid-
ed into three consecutive goals. First, I need to find potential uses for the six chosen 
plant species. Second, I must turn these ideas into presentable artefacts. Third, I will 
create a coherent presentation of these artefacts and ideas, and communicate it to 
the public.

1.4. The Research Question

In order to achieve my set objectives I am going to explore the versatile qualities of 
six plant species, looking for a way to present them in an interesting and engaging 
way. The idea comes together in my research question: What could a contempo-
rary herbarium be like?

In this study the question is explored through art and design practise. The outcomes 
of the evolving process are shared in an exhibition and in a digital form through a 
website and on Instagram. Adjoining the exhibition were three workshops, in which 
the audience could familiarise themselves to the topic by conducting their own de-
sign work.
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2. CONTEXT

Plants in the field of art and design have taken many roles and forms throughout 
time. The history of botanical art reaches back thousands of years and plants have 
been seen in botanical illustrations serving scientific purposes, and as widely used 
motifs in fine arts. Herbarium making became a popular activity in the 16th century 
and by the end of the 19th century collecting and pressing plants into herbaria had 
become very fashionable in Finland. (Savikko 2012: 14, 375) 

Aside from being an object of study and admiration, plants have had a crucial role 
in providing raw material for the arts, industrial design and traditional crafts alike. 
Trees become wood for building, architecture and product design. Wood also turns 
into pulp, eventually becoming paper. Colours have been extracted from plants 
throughout ages. Cotton has a central position in the textile industry, and flax has 
been made into linen for centuries. Considering traditional crafts, the use of trees, 
reed, straw, flax and willow used to be indispensable in making everyday objects 
and household items.

The material value of plants from a historical perspective is quite obvious. Howev-
er, this thesis takes place within Western contemporary society where all needs have 
been catered for and new objects are rarely born out of necessity. In this context, 
crafts are more an artistic choice and creative outlet than a necessary activity. De-
signers are beginning to focus more on designing processes and less on designing 
products. Furthermore, in the field of critical and speculative design, plants are used 
for communicating and questioning the relationship between humans and nature in 
multiple ways (e.g. Mallpass 2017).

In the following, I will describe the context of my thesis in more detail. First, I pres-
ent an overlook of projects exhibited simultaniously with my own, that are dealing 
with plants and share the same critical approach with this thesis. I will then briefly 
discuss how critical design theory relates to this work and reflects on my position 
between art and crafts. Last, I will introduce the environment in which I wish for 
this project to come alive. Through examples of creative practitioners whose work 
inspires me, I will introduce a community of artists and creative entrepreneurs nes-
tled online, changing the world through platforms like Instagram. 

 
2.1. Plants in the Field of Design

There is much going on with plants in the field of design at the moment. I am prone 
to thinking that there is an underlying longing back to nature in the post-industrial 
world, which manifests itself also through the material culture. Moreover, one as-
pect in the search for sustainability is looking into natural materials and side streams 
of other industries using plant based materials. Looking at what is happening at the 
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Department of Design at Aalto University alone, there were three projects exhibited 
during Helsinki Design Week 2019 which relate closely to my thesis.

Chemarts Summer School, a strategic collaboration between the School of Arts, 
Design and Architecture and the school of Chemical Engineering, presented results 
of their hands-on material experimentation in the exhibition ‘ChemArtsing with 
Bio-based Materials – Results from Summer School 2019’. I appreciate their phi-
losophy of sustainability and the aim to inspire designers and researchers to explore 
bio-based materials in order to find new material solutions and to develop innova-
tive applications. The focus of many of the students was on utilizing plant materials 
that are side products or waste from different industries, which I believe to be an 
increasingly important approach in material sourcing. I found the exhibited ideas 
and processes very interesting and many of them conveyed similar thinking to that 
of my own. As an example, The Alder Project by Saara Kantele researches undis-
covered potential and possibilities of using alder, aiming to understand the tree as a 
being, as well as a material to be used in design practices. The rationale behind her 
project seems very similar to my objectives regarding The Herbarium Project, with 
the difference of focusing only on one species (Chemarts 2019).

The exhibition ‘Natural Indigo: New Luxury from Northern Fields’ is a part of an 
on-going project by the Fashion/Textile Futures research group in the Department 
of Design at Aalto University. It is concerned with using dyer’s woad, a plant which 
produces a rare blue colour and is suitable for cultivation in the Finnish climate. 
Natural dyeing is one of the most essential handicraft techniques within my thesis. 
However, whereas my objective is to find uses for species that are common wild 
and garden plants, the Natural Indigo -project is concentrating on the use of high 
yielding plant materials and aims to find applications suitable for industrial produc-
tion. (Niinimäki 2019)

I found that the most important project in relation to my own work is The Depart-
ment of Seaweed, included in the Critical Tide -exhibition at the Design Museum. 
The Department of Seaweed is the production component of the doctoral disserta-
tion by Julia Lohmann, currently working as a professor at the Department of De-
sign at Aalto. She has been exploring seaweed as a material in her creative practise 
for years and many of her approaches in the extensive project resonated with me 
deeply: engaging audience through workshops is a central part of her project and 
the objective is to share information about environmental issues. The ethos of The 
Department of Seaweed is in line with that of my own: generating change through 
positive experiences is something that, I too, wish to achieve through my work. I 
visited the exhibition during a weekly open workshop, where I met and talked with 
Gero Grundmann, a member of the exhibition team and also Lohmann’s husband 
and co-worker. He opened up the design theoretical background of the The Depart-
ment of Seaweed for me (Grundmann 2019), and I left the museum with the feeling 
of having found ideological basis for my actions in the field of design.
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2.2. Approaching Critical Practise

This brings me to the raison d’etre of this thesis: The Herbarium Project is my 
way of addressing the environmental crisis that we are in. Again, I receive support 
from he late Victor Papanek, who suggested: “We must examine what each of us 
can contribute from our own specific role in society … What is the impact of my 
work on the environment?” (Papanek 1995:17). One of the driving forces of this 
project is the question ‘What can I do as a designer to contribute to greater good?’ 
Actively seeking answers to this question is described as making a conscious choice 
by Tony Fry in his book Design as Politics. He states, that as the world has reached 
this unsustainable state we all are forced to confront a choice between supporting 
the existing status quo or becoming part of the change: “To choose change means 
knowing how to identify, create and become an agent of change who is able to mo-
bilize design to this end” (Fry 2011: viii). I believe that coming into contact with 
plants can strengthen the relationship between man and nature. Since I also believe 
that aesthetics and use value are aspects easily recognized and appreciated by many, 
I have chosen to create objects which communicate these qualities, thus hoping my 
work would foster change in the mindsets of the audience. As such, my thesis is 
approaching critical practise. It stems from similar thinking as portrayed by design 
researcher Matt Malpass, who states that “critical design can be described as af-
fective rather than explanatory as it opens lines of inquiry rather than providing 
answers or solutions” (2017: 41).
 
For me, plants do not seem like an unlikely theme for critical design practises. After 
all, there is much to critique on in the state of our environment. Pioneers in critical 
design, Dunne & Raby dealt with plants in the Foragers part of the project Between 
Reality and the Impossible (2010), discussing the approaching shortage of food and 
deteriorating quality of nutrition as we keep destructing and overpopulating our 
planet (Malpass 2017: 65-66; Dunne & Raby 2019). French designer Carole Collet 
was addressing the same issue in her Biolace series (2012), in which she proposes 
to use synthetic biology for genetically modifying plants into producing fruit and 
leaves with enhanced levels of nutrients while producing edible textiles through 
the roots (Malpass 2017: 52-53). A less abstract example is the project Mycelium + 
Timber (2017), a collaboration of designers Ninela Ivanova and Sebastian Cox, ex-
ploring the relationship of fungus and wood to biofacture furniture (Ivanova 2019).  

All the examples given above can be placed within the expanded field of design, 
portrayed by Julia Lohmann in her doctoral dissertation, depicting a context in 
which I feel right at home. She states that “Design in the expanded field is based 
on the understanding that we have entered the anthropocene, an age where hu-
man activity is the dominating influence on our biosphere and climate” (2017: 20). 
Hence, actions in the extended field of design are often not aiming at the industrial 
production of an object, granting the designers freedom to create new systems to 
support their work, meaning frameworks and infrastructures that are not bound by 
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the preconditions of industrial design. In their practise, the designers take advan-
tage of the technologies and possibilities of the information age, presenting ideas 
and works in a myriad of ways, through co-working spaces, community initiatives 
and social media to name a few (Lohmann 2017: 20-22). Having introduced the 
design theoretical background of my thesis, I will now locate my creative practise 
more precisely within the expanded field of design. 

2.3. Working Between Art and Crafts

Whereas crafts have historically been a mean for making useful objects, contempo-
rary craft does not exist out of necessity. It is rather a form of artistic expression, a 
chosen approach and a cultural practise. In her study on contemporary craft, met-
alsmith and researcher Yuri Na emphasises the importance of respecting and ac-
cepting diversity and fluidity of the concept. She proposes that contemporary craft 
is situated in between fine art and design, and that all three are infused by one an-
other. According to Na, the common denominators for the three fields are creativity 
in the process of making and an object (Na 2012: 69). Agreeing with her thoughts, 
I see my work as an amalgamation of the three fields. However, in this thesis art 
and craft are more prominent, whereas design remains an inherent aspect, in the 
way that it resides in my practise and mindset. To further illustrate the position of 
this thesis between art and craft, I am putting the nature of my created artefacts 
into relation with the definitions of art and craft given by curator and writer Glenn 
Adamson (2007: 4). Some of my pieces are what he considers defining of modern 
artwork: autonomous and intended as objects of purely visual contemplation. Oth-
ers are more relational concepts and organized around material experience, which 
Adamson describes as characteristic of craft. 

The following examples will elaborate on the context of The Herbarium Project by 
introducing creative practitioners whose work I find relevant to my project.
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Image 2. errer : An arrangement of pieces, 2018.

The works of japanese herbarium artist errer was one of my fi rst points of refer-
ence as I begun planning The Herbarium Project. My initial idea of presenting the 
delicate beauty of plants revolved around using botanical specimens and preserving 
plants with different techniques. Errer creates pieces that go past the traditional 
concept of a herbarium [image 2.], as in displays consisting of pressed and dried 
fl owers. I enjoy her organic yet minimalistic style and that the emphasis in her art 
is clearly on the plants; the role of the artist seems to be to support, arrange and to 
create a frame for the botanical specimens. (Errer 2019)
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“To make art that reminds us of who we are -that is my mission” - Jannik Abel

Jannik Abel is a norwegian artist and public speaker who lives in the woods and 
speaks for nature. The ethos of her work is remarkable, and the bold and primitive 
style of her woodworks convey a strong connection to nature [image 3.]. I would 
position her practise chiefl y within the fi eld of art, but through her chosen tech-
niques, materials and the occasional object with a function she visits the dimension 
of craft. Part of Abel’s practise is organising carving workshops and trying to recon-
nect people with nature, again actions which I feel strongly drawn to (Abel 2019).

Image 3. Jannik Abel: Small spoons in the making, 2019. 
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Kathryn Davey is an Irish designer who does plant based dye work under her per-
sonal brand. Her product range includes simple, practical textiles made from natural 
materials [image 4.]. I appreciate her organic style, the colour palette and beautiful, 
fresh visuals. From the perspective of product development, she is of great inspi-
ration to me: small batch size, zero waste, sustainable production, working with 
natural materials and positioning the product as eco-luxury match my aspirations as 
a maker who is contemplating on productising some ideas. (Kathryn Davey 2019)

Image 4. Kathryn Davey: Linen products, 2018.
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3. METHODOLOGY: RESEARCH THROUGH PRACTISE

This thesis employs the methodology of research through practise. The intention of 
finding answers through my own creative practise is deeply rooted in the topic of 
this thesis, making research through practise a natural choice for a methodological 
background. In my research I am asking the question: what could a contemporary 
herbarium be like? I look at this question specifically from the point of view of a 
designer. Hence, the design process and the artefacts I create, form the very core of 
my research process. In order to speculate what each species might lend itself to, I 
need to work with the plants hands on by using my creative thinking, tacit knowl-
edge and my skills as a designer. The process is explorative and the research find-
ings emerge in the artefacts and the presentation there of, as well as in knowledge 
generated through in-depth reflection.

3.1. Practise-led Research

My approach could be further defined as practise-led research, as my research is 
interconnected and guided by my creative work. However, terminology in this field 
is somewhat indistinct. The notion of practise-led research entered the field in the 
early 1990’s with the aid of design educator and scholar Christopher Frayling. He 
pointed out in his article dealing with research in art and design that research is 
in fact an inherent part of design and designers have a tacit way of employing re-
search and methodology in their work (Frayling 1993: 4-5). Since that, for around 
three decades, the notion of research through art and design has found a wealth 
of different forms. There are no strict guidelines in this field, but the definition of 
research given by the Arts and Humanities Research Council (AHRC) seems to be 
widely acknowledged when practise-led research is discussed. Within this defini-
tion creative practice is not considered to be research as such. However, if certain 
requirements are met, creative practise can be regarded as research. Firstly, one 
should state an explicit research question. In my case the question is: what could 
a contemporary herbarium be like? Secondly, specific methods should be applied 
in order to answer the question. I am employing the methods of artistic and design 
practise as a personal set of skills and techniques applied to what could be described 
as mixed media approach. Thirdly, the research should be carried out within a spe-
cific context. My context is formed by critical thought in the field of design, art and 
crafts and plants as a material for making (Mäkelä & Routarinne 2009: 15-16).
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3.2. Research Tools : Reflection and Documentation

Documentation and reflection of the creative process is a much discussed topic 
concerning practise-led research. The dual role of a researcher and practitioner 
has its challenges, and ensuring sufficient documentation and reflection in action 
throughout the process is essential (Mäkelä & Nimkulrat 2018). Accordingly, I am 
continuously recording my creative process through sketches, writing and taking 
photographs. This approach is named diary method, to describe  working diaries as 
a tool for collecting data for documenting and analyzing one’s own design practise 
(e.g. Pedgley 2007). The textual content of my working diary ranges from longer 
writings contemplating ideas and describing winding paths between actions to short 
notes recording a passing thought. However, most of my thinking is recorded in 
pictures. I have taken hundreds of photos of the plants in and out of their natural 
habitat, of different phases during the making process and of the finished artefacts. 
These photos preserve not just noteworthy details of the plants and the technical 
stages of the making of the artifacts, but also my thinking and creative solutions, as 
well as feelings and the mental process. 

In my research I am looking for answers through the means of making, through cre-
ating artefacts. Thus, the artefacts themselves contain much of the information and 
understanding generated during the creative process, and as such they themselves 
can be seen as a form of documentation (Mäkelä 2009: 30). Furthermore, compos-
ing the project also in textual form (including this written part of this thesis, the 
exhibition texts, as well as constructing an online presence for the whole produc-
tion), requires deep reflection on the creative process and the individual artefacts in 
relation to my research topic. This, I would argue, has made reflections on practise 
an inherent part of the research process, supporting objectivity and critical thinking. 

Although this research is evolving from my own thinking, making and the docu-
mentation of both of these processes, I am also reflecting upon feedback collected 
from the exhibition and workshop visitors, as well as from Instagram. The feedback 
from Instagram consists of comments and received messages, whereas the exhibi-
tion and workshop visitors had the option to write their thoughts freely in a guest-
book. In addition, I wrote down my own observations and comments I heard during 
workshops, and saved emails and other messages received from the participants. 
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Image 5. Collage of the creative process
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4. THE PROCESS  

In the following I am going to elaborate on my creative process and its evolution 
through three different angles. I will begin by introducing the foundation of the 
artistic component by explaining the most crucial choices made, i.e. choosing the 
plant species for my work. After that I will move on to depicting how the process 
progressed and go through my modes of working within the context of design, art 
and craft. To conclude this chapter, I will reflect on the mental process as parallel to 
the process of making.

4.1. Choosing the Plants to Work With
 
What inspires me about plants as material is their versatility, the vast array of at-
tributes they possess. Some have a beautiful structure, some an incredible aroma. 
Some can be used for building houses, others offer important nutritional value. 
Moreover, all these attributes might be found in one single plant. For this study, I 
selected six local plants: meadowsweet, lily of the valley, lupin, lilac, common reed 
and rowan tree. Each plant was chosen for different reasons. My choices were guid-
ed by the objective of communicating different aspects to undiscovered potential of 
plants. I was looking to present a broad variety of applications from familiar activi-
ties such as wood carving to presenting material qualities like moldability of leaves, 
and to address different themes from cooking to superstition. Next, I will give a 
more detailed account of why these specific plants were selected for the study.
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As a beautifully flowering plant, meadowsweet [image 6.], has great aesthetic val-
ue. Indeed, it is dubbed also queen of the meadow. It used to be a common feature 
in decorating weddings and was often used as a ‘strewing herb’, meaning it was 
laid on the floors to make a room smell nice. This was done especially during fes-
tivities, because meadowsweet’s strong scent would cover up less enjoyable odours 
when the flowers were crushed underneath the feet of a dancing crowd. The plant is 
edible, and traditionally lends its bitter almondy taste to hot and cold drinks. I have 
also come across a mention of ink being made from meadowsweet roots during the 
Middle Ages. People still use the plant in natural dyeing for yellow and green hues. 
I chose meadowsweet to be in this project because of its medicinal properties: it is 
used in various ways in phytotherapy and medical herbalism. It can relieve pain and 
infections and the plant is a natural source for salicylic acid, the active ingredient in 
Aspirin (Yrttitarha, n.d.; LuontoPortti 2019; Wikipedia, n.d.). I was quite impressed 
by the curing powers of the species and the aspect of medicinal properties felt topi-
cal and relevant to current discussion on health issues in our society. 

Image 6. Filipendula ulmaria - meadowsweet
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When I came across a beautiful peach coloured wool yarn and learned that faded, 
autumnal leaves of lily of the valley [image 7.] can be used to produce such soft 
colours in natural dyeing, I knew I wanted to include the species in this project. The 
hues obtained from lily of the valley are amongst my personal favorites, and they 
also sit well with current colour trends. Hence, it made perfect sense to use the plant 
in promoting the potential of plants as colourants. I was also aiming at working with 
the incredible aroma possessed by the species, but soon learned it to be extremely 
difficult to extract; the scent of lily of the valley in man made products is a result of 
replicating the smell using synthetic ingredients and has little to do with the plant 
itself (Pell Wall 2014).

Image 7. Convallaria majalis - lily of the valley
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I included Lupin [image 8.] in the project because I wanted to work with an in-
vasive species. In the effort of trying to control the spreading of lupin, people are 
encouraged to pick the flowers and reap areas where lupin grows before the seeds 
ripen and reach the ground. In my mind’s eye this translates as a material, the use 
of which benefits the environment. Choosing lupin was supported by its common-
ness. Rather than working with rare and unknown plants I thought it would be more 
useful to present flora which most people have encountered, hence giving more 
meaning to the made artefacts. Besides, I was fascinated by the handsome looking 
species with its beautiful flowers and its reputation as a good dye plant.

Image 8. Lupinus polyphyllus - lupin
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I have lilacs [image 9.] growing in my garden and I absolutely adore the plant. 
When lilacs are in bloom I have the habit of infusing my drinking water with the 
flowers and placing big bunches of flowering branches in vases to spread the sweet 
scent around the house. My warm sentiments of the plant got me wondering if I 
could find other valuable aspects to promote on top of lilac’s looks, taste and scent. 
Consequently, I was thrilled to find out that the shrub provides excellent wood for 
carving (The Wood Database 2019) and wanted to bring forth this less known prop-
erty of a well known decorative plant.

Image 9. Syringa - lilac
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Common reed [image 10.] became a part of the production as I was looking for a 
plant robust enough to create a large scale sculptural piece. I wanted to find a straw-
like plant with hollow structure and thought of the common reed. Common reed has 
historically had great material value and it is continuously been studied in order to 
find new uses for this widely spread species. I thought it would bring nice balance 
to the collection to include a species which was already known as a useful plant and 
revisit some old, forgotten ideas, like the reed pen.

Image 10. Phragmites australis - common reed
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It is not only the physical attributes that I am interested in, though. Another fasci-
nating aspect, closely connected to the relationship between man and the world of 
plants, presents itself through beliefs, stories and myths. Rowan tree [image 11.], 
featured in ancient Greek mythology, Celtic folklore and Nordic traditions to name 
a few, offered a good medium in communicating the intangible qualities attached to 
certain species of plants. Considered a sacred tree, rowan was historically planted 
in the front yard to protect a home, making it a usual sight still present in Finnish 
gardens. With home-made products, like rowan berry jelly, already made from the 
tree, I thought rowan to be familiar enough to make topics shrouded in mystique 
more approachable.

Image 11. Sorbus aucuparia - rowan
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4.2. From Herbarium Arts to Information Design

The starting point of my artistic production was the notion of a herbarium. Con-
sequently, I began collecting local plants and researching different techniques of 
preserving them. I became acquainted with air drying, silica gel, glyserin, pressing, 
wax dipping and using different fixatives as I was looking for ways to preserve 
specimens. I spent hours designing, arranging and photographing herbarium sheets 
to be used as a cover shot of each species. At the initial state I had a vision of a 
group of minimalistic installations, arranged plant by plant in a gallery space and 
respectively against a white background on a computer screen. Each of these would 
be composed of a large print of the herbarium sheet, an elegantly positioned spec-
imen and one refined artefact, presented with neatly designed information of their 
use value. However, in the end The Herbarium Project entailed only a few pieces 
which I would define primarily as herbarium arts. A descriptive example is the 
piece made with individual, dried lupin flowers, arranged neatly according to the 
variation in colour [image 12.].

As I started making the artefacts, the process began taking a form of its own. For 
instance, when I was picking faded lily of the valley leaves on a misty morning, 
I noticed how flexible and strong they were. The surface size of the bigger leaves 
took me by surprise and the translucent, patterned texture was simply beautiful. I 
felt appealed to try adjoining them to form wider surfaces and shapes, an experi-
ment which eventually led to constructing a pair of pendants lights [image 13.].

Reflecting on the creative process and the methods I used in the making of the ar-
tefacts, I realised that my work consists of open ended exploration, material exper-
imentation, craft activities and information design, employed intuitively as well as 
guided by the objectives of this research project. Next, I will address these modes 
of working through examples of the most interesting artefacts.

4.2.1. Open Ended Exploration

By open ended exploration, I refer to a creative process without a defined goal for 
the outcome. I see it as a broad concept, which describes the act of employing cre-
ative thinking and artistic and design skills to explore a topic while remaining open 
to all possible results without preconception. For one, it can be artistic exploration, 
intuitive work that relies largely on the tacit knowledge of the practitioner. It can 
also stem from a technical or material viewpoint or the combination of both, in 
order to explore possible outcomes of a process. In the context of my thesis, open 
ended exploration is research oriented and material-led, overlapping with material 
experimentation (to be addressed in the following section 4.2.2.).
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Image 13. Pendant lights in the making

Image 12. Composition with lupin flowers

27



Image 14. Inspired by the Queen pt 1: The Queens Frills
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The nature of open ended exploration is seen, for example, in the meadowsweet 
specimens, later entitled Inspired by the Queen, parts 1 & 2. I had picked an enor-
mous amount of flowering meadowsweet, and as I was looking at the fluffy white 
clouds, I felt the urge to make their lacy appearance more apparent. I happened 
to have a piece of cream coloured tulle fabric and began sewing the flowerheads 
on to it. I was not aiming for anything specific, I simply enjoyed the frilly surface 
that was forming before my eyes. It was beautiful, especially when the setting sun 
played with the shapes of the flowers and the sweet scent filled the air every time 
the fabric moved [image 14.]. I uploaded a picture on my website and in my attempt 
to describe it, the exploration turned into a piece called ‘The Queens Frills’. I left 
the piece as it was, to see how it would look like when it had dried. Some weeks 
later it had turned into something completely different, yet it looked interesting and 
the scent was still there. I found the artefact so attractive, that even if I did not know 
how to explain it, I ended up including the piece in the exhibition - this time with a 
modest description ‘meadowsweet flowerheads sewn on tulle’. 

Having made the frilly piece I still had a lot of meadowsweet on my hands and 
wanted to continue further with the idea of lace. I wanted to see if I could create a 
lace-like surface on fabric, and began cutting flowerheads and arranging them on a 
piece of tulle. I brushed the plants with a water and pva-glue mixture and pressed 
them between two mdf boards with clamps. This process, leading to what became 
‘Meadow Lace’ [image 15.], can be seen as bordering material experimentation, as 
the focus shifts towards the output of the artistic exploration. 

Image 15. Inspired by the Queen pt 2: Meadow Lace
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4.2.2. Material Experimentation

In material experimentation, in contrast to open ended exploration, the role of the 
material is the starting point. In addition, material experimentation does not neces-
sarily have to be open ended. It can be, but one can also aim at a specifi c outcome 
through experimenting with material. To illustrate, I will give an example of the ap-
plication of this approach in my project: I was standing by the sea one sunny day in 
July, looking at the common reed to estimate when it would start to bloom. I picked 
one leaf, felt it in my hands and wondered what I could make of it. The shape and 
size of the leaf, the gleam of the surface and the way it formed smooth curves while 
maintaining its posture when folded, brought about the idea of a bow tie. Hence, 
I began treating leaves, folding and adjoining them with thin wire to see if I could 
make a bow tie out of common reed [image 16.]. 

Image 16. Making of a bow tie using common reed leaves
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Another, in some ways a more typical, example of material experimentation has 
to do with an experiment which I never presented, as the output was not up to par. 
While becoming acquainted with common reed, I remarked how the panicles and 
flowers of reed harvested during winter were woody and voluminous. The colour 
and texture reminded me of chipboard as well as some biodegradable packaging 
materials. Inspired by this imagery, I did a few experiments with a natural wax 
and common reed flowers [image 17]. I tried pouring melted carnauba wax, a hard 
vegetable wax retained from carnauba tree, onto a layer of flowers laid in a mold, 
hoping the two would amalgamate. This did not happen and I realised the wax 
solidifies in too high a temperature for my idea to work. I then tried blending the 
flowers into the melted wax in a heated pot, which worked out fine. However, the 
mold should have been heated as well to allow for the mixture to adopt the shape 
before setting. My next step would have been to arrange for a heated mold, but at 
this point I had discovered the composite to be quite an unattractive material and 
did not see it worth continuing with the experimentation.

Image 17. Experimentation with common reed and carnauba wax
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4.2.3. Traditional Craft Activities 

Focusing on the use value of plants, many of the aspects I wanted to bring forth 
in The Herbarium Project required engaging in traditional crafts. Natural dyeing 
with local plants was one topic I most definitely wanted to address. I know a sheep 
farmer who dyes wool yarn spun from her own sheep. I purchased a peach coloured 
yarn dyed with lily of the valley and a green one dyed with lupin from her. My role 
in the process was to come up with an appealing application for using these yarns, 
and so I turned to my old hobby of knitting beanies. I knitted five beanies during 
the winter months and out came two perfected knit patterns, which I wrote into in-
structions in Finnish and published on the website under the names ‘Kielo Beanie’ 
and ‘Lupin Beanie’ [image 18.]. I still wanted to try dyeing with plants myself and 
as I had no previous experience, I turned to literature. I soon realised that when 
discussing natural dyeing, the focus of Finnish experts (e.g. Hassi 1977; Räisänen, 
Primetta & Niinimäki 2015; Tetri 2008) ) remained mainly in dying yarns, with lit-
tle information on dyeing ready, woven fabrics. Having already worked with yarn, 
I decided to try dyeing a woven pashmina shawl [image 19.], following a set of 
elementary instructions for natural dyeing process (Räisänen, Primetta & Niinimäki 
2015: 142-143). I used faded lily of the valley leaves as a colourant as I had taken 
to the subtle apricot tone of the wool yarn. The white shawl turned into a beautiful 
hue of pale, muted ochre and the combination of the colour and texture functioned 
well as a representation of natural dyeing in a contemporary context.

Image 19. Dyeing a shawl with lily of the valley 
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Image 18. Lupin Beanie being photographed on the shores of lake Saimaa 



Image 20. Lilac crochet hooks 



Wood carving was another traditional craft that I employed in making artefacts. 
As mentioned earlier, I wanted to work with lilac and had begun saving branches 
while pruning the shrubs in my garden. However, the twigs were oftentimes quite 
thin. While thinking about possible objects to carve from such delicate material, I 
remembered an image I had seen of crochet hooks made with olive tree branches. I 
decided to start developing that idea. I began the work by sketching the dimensions 
and the curves with my knife, then moved on to more controlled moves, carving 
miniscule shavings with the blade. To form the inward cavity and the underside 
of the hook, I used small files and folded, coarse sanding paper. Throughout the 
process I kept comparing the shape to an old metal crochet hook I had, taking no-
tice of its angles and curves and modeling mine accordingly. I finished the artefact 
with two rounds of sanding, using extra fine sanding paper to make the hook silky 
smooth. The branches I was using had been drying for nine months. Despite not 
being green wood, they were still easy to work with. The lilac wood had a beautiful 
fine texture and a very light, creamy colour, some with darker streaks with a reddish 
hue throughout the heartwood. After having done one hook, I was so pleased with 
it and so impressed by the fine quality of the wood that I made a few more, playing 
with size, the natural curves of the branches and the details of the bark [image 20.]. 
Wood carving became my favourite mode of making within this process. Although, 
the pleasurable experience was probably enhanced by the fact that I was working 
on the crochet hooks in the wilderness of Lapland. I sat by a stream, preparing the 
hooks to the point where I could simply finish them by sanding once back in my 
workspace.

Another woodworking project was making the protective pendants from rowan 
[image 21.]. I wanted to incorporate two aspects of rowan in an object: first, it is 
good wood for carpentry and second, it is believed to possess mystical, protective

Image 21. Rowan amulets 
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powers. In one of her studies professor and botanist Sinikka Piippo mentions that 
crosses made of rowan used to be carried underneath one’s clothes for keeping evil 
forces away, and that carrying a piece of rowan with you was believed to bring 
good luck. She also states that rowan wood makes good talismans for protection 
and strength (Piippo 2008: 386). I was fascinated by this and wanted to revisit 
the theme, making a contemporary version of a protective rowan amulet. I wanted 
the design to be simplistic, yet interesting and to make the texture of the wood a 
prominent feature. I decided on a minimalistic shape, achieved by sawing slanted 
pieces from a young tree’s trunk. I drilled holes on the disk-like pieces and peeled 
off the bark. Piippo had specified that handmade talismans possessed protective and 
strengthening powers. Hence, I used a hand saw and also did the most laborious part 
of the process, sanding, by hand to level the uneven surfaces. I wanted to achieve 
the kind of sleek finishing that makes a wooden object attractive in a tactile sense, 
inviting the user to touch the amulet.

4.2.4. Information Design

To conclude this section on modes of working, I will address the most crucial design 
task, which turned out to be compiling and designing information. Not all of the 
artefacts included in The Herbarium Project were actual physical objects on display 
in the exhibition. Even fewer were physical objects that could have explained them-
selves. Moreover, the exhibition was only one part of the project presentation and 
constructing the other part, i.e. the online presence and the promotional material for 
the exhibition and the workshops, was essentially information design. By the use 
of this term I refer to giving information a visible and understandable form by the 
means of language, graphic design, pictures and display.

Regarding the artefacts, the role of information design can be discussed through 
the case of the dried rowanberries. I had harvested and dried rowanberries and 
wanted to exhibit them because despite possessing excellent nutritional value (e.g. 
Rautavaara 1942), they are generally overlooked as a foodstuff. For the exhibition 
I designed a chart of the nutritional values of rowanberries and made a label with 
the chart on it, titled ‘Rowanberries - superfood’. Presented together, the label and a 
bowl of dried berries which people could taste, became the artefact I wanted to ex-
hibit: as a grouping they implied the tremendous value of rowanberries as a source 
of nutrition [image 22.]. 

Perhaps the utmost example of how essential information design became in the 
making of the artefacts, can be seen in exhibiting the flower therapy drops. I want-
ed to shine a light on the therapeutic use of plants and decided to include rowan 
and meadowsweet flower therapy drops in the exhibition. The drops are used for 
balancing a plenitude of mental and emotional issues and they consist of pure plant 
extracts preserved in alcohol (Raipala-Cormier 2018). However, making them is 
outside my field of expertise. Hence, I purchased the extracts from a renown Finnish 
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Image 22. Superfood



producer, Frantsila Herb Farm. I then acquired anonymous medicine bottles with 
pipettes in which to display the products. I wanted the objects to fit the visual style 
of the exhibition and remain easy to use, so that guests could actually try the flower 
therapy drops [image 23.]. I designed cards introducing the flower therapy drops 
with a fair bit of information, instructions on the use, the name of the producer and 
a link to their website where more information could be found (Frantsila Herb Farm 
2019). Including the flower therapy drops in the exhibition was not an easy deci-
sion for me. It felt extremely awkward to present something when I had not been 
involved in its making process. I had approached this issue with rowanberries - after 
all, I did not make the rowanberries - but at least I had processed them, bringing 
them into the form in which they were exhibited. Moreover, the berries certainly 
were not a product of a commercial enterprise. Having pondered on this dilemma, I 
came to the conclusion that in relation to my objective of exposing the inner poten-
tial of plants, it was justified and necessary to display other people’s work alongside 
my own.

The Herbarium Project came to include several food related processes and recipes 
for preserving and enjoying flavor. These cases were displayed mainly through pho-
tographs and writing. For the exhibition I designed nostalgic recipe cards, as they are 
easy to browse and one can get acquainted with the topic with one glance [image 24.]. 

Image 23. Planning the display of the flower therapy drops 
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Image 24. Recipe cards



Writing was also imperative in communicating intangible qualities, such as the be-
liefs attached to rowan. I thought it appropriate to address this fascinating topic in 
the form of a framed poster [image 25.]. In addition, there were a few temporary 
concepts, which lasted only for a moment. Accordinlgly, it was a natural choice to 
present them through photographs of what had taken place. Such was for example 
the foot bath which I made using meadowsweet leaves and fl owers. My sister had 
broken her ankle earlier that year and I prepared a medicinal fl ower bath for her to 
ease the pain (e.g. Raipala-Cormier 2018). This took place at our summer house, 
and I photographed her bathing her feet, to translate the moment into an artefact 
belonging to my project [image 26.].

Image 26. Medicinal fl ower bath 

4.3. Understanding Designerly Approach via Working with Common Reed

In the early stages of this project my thoughts kept wondering back to traditional 
crafts. My initial idea concerning common reed was to scale up structures bor-
rowed from the traditional mobile decorations made of straw, called ‘himmeli’. I 
was contemplating on further developing the structure to make it a room divider 
and realised that common reed had similar constitution to straw, but was bigger and 
stronger. However, fi nding long stems straight enough to create a neat and graphic 
impression proved hard.
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Powers of the Rowan
are believed to be many. Its magical abilities are said to be so mighty, that it can undo all spells cast by 

others. The rowan tree will protect you and keep you safe from all that is evil. It brings good luck to your 
home and enhances fertility. It can be used for healing. It can lend intuitive and spiritual strength, 

unleash hidden powers of the mind and aid in meditation as well as predicting the future.  

Image 25. Poster design ‘Powers of the Rowan’



At the same time I was continuing to work with floral design and had noticed an 
emerging trend of hanging ‘cloud installations’ as well as grasses becoming a more 
and more popular material amongst the international trendsetters in floristics. I felt 
annoyed by the thought of exotic pampas grass being shipped to Finland for florists 
to use in their pieces, and out of this discomfort got the incentive to create a hanging 
cloud installation using common reed, nowadays considered a widely spread weed. 

The path from making sketches of a room divider to hanging up a cloud of reed 
depicts the mental shift from feeling obligated to create functional objects towards 
a more allowing approach to my design practise. I constructed the installation in 
December 2018 for a pop-up Christmas market and cafe, where it served as a focal 
point within the space [image 27.]. It became big, bold and it attracted a lot of at-
tention. I find it more valuable to have created an example of using sustainable ma-
terial within an unsustainable industry than having designed an artistic piece with 
a function. Paradoxically, the installation currently functions as a space dividing 
element at Studio Roscoe, hung low to separate working space from a lounge area.

When I began searching for information on common reed, the importance of the 
species as material resource surprised me. I knew reed was used for building roofs 
and weaving, but its wide use in historical dwellings for different structures, insula-
tion, mattresses, stuffing pillows, feeding cattle, on the floors of animal shelters, in 
soil improvement and mulching - to name a few - was new to me. (Tuomela 2006) 
As I wanted to present something more commonplace alongside with the hanging 
installation, I decided to try making paper.

I love handmade paper and appreciate it as an artisan product. However, deciding 
to try making paper myself led me to an inner discussion about my identity as a 
designer. In one way, having found instructions on making reed paper (Tuomela 
2006:17) and intending to follow them, made me feel like a craft hobbyist rather 
than a professional designer. It was a question of the origin of the idea and em-
ploying professional skill: I was following existing instructions on an existing idea 
in order to complete a task that requires no skill. In my mind, this process had no 
connection to creative practise. If making art stems from original ideas and identi-
fying ones activity as craft requires skill, then what was my role as a designer in this 
process? Had I come up with the idea myself, I would have perceived the process as 
material experimentation. Alternatively, had the realisation of the idea into a physi-
cal artefact required skill, that would have satisfied my professional pride. 

Building my own tools for the process from scrap materials made me feel slightly 
better, as it required some creative problem solving. I proceeded to experimenting 
with the pulp by grinding it into different textures and molding it to create shapes, 
and began to regain confidence in what I was doing. By the time I was layering 
sheets to achieve variation in thickness and trying on different drying techniques, I 
was quite satisfied with the process and thought of it as a grounding creative activity
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Image 27. Common reed installation in the Christmas market and cafe



which I wanted to revisit in the future. Finally, as I was placing the example pieces 
on a marble pedestal to be featured in the exhibition, I felt happy to present such a 
simple output that anyone could relate to it [image 28.].

Image 28. Reed paper samples in the exhibition
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My experience with the paper making challenged the way I view my practise and 
made visible my primary task as a designer in this project. The objective of my 
artistic production is to look for ways to expose the inner potential of plants and to 
promote their aesthetic and use value. Consequently, my responsibility lies first and 
foremost on finding qualities worth presenting and deciding what kind of outputs 
would be suitable for communicating those qualities. The origin of the idea and the 
methods of making are secondary - as long as they serve the purpose of creating 
a fascinating artefact that conveys the potential of the plant in question - they are 
justified. 

Image 29. Reed pen “station” at the exhibition

The reed pen is a good example of this. It takes 10 seconds to make one, requires 
only the ability to operate a knife and the idea most definitely is not mine. Yet, 
the reed pen became an excellent tool in engaging exhibition visitors [image 29]. 
People were excited about finding something so easy to approach and the concrete 
experience of the use value of a wild plant deepened the exhibition experience. 
The making of reed pen and drawing with them also served as a medium to catch 
the attention of younger visitors. I used the residue from making paper to prepare 
liquid colours which were free to be used with the pens, in order to enable a broader  
experience of ‘creating with reed’. The next chapter will discuss more detailed the 
content and form of the exhibition, as well as other outcomes of the process.
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Image 30. ‘The Herbarium Project’, promotional picture for the event at Helsinki Design Week 2019





5. A CONTEMPORARY HERBARIUM

The goal of The Herbarium Project was to discover the potential of six plant spe-
cies and to develop applications for their use. This was approached through prac-
tise-led research, creating objects made of or with the plants. I wanted to compose a 
collection of artefacts with aesthetic interest and appeal, and relevance to everyday 
life. My aim was to present the plants in a way that would be easy to understand 
and to approach, displayed in a defi ned manner and a dignifi ed context. The project 
was concluded in an exhibition and three workshops, alongside with a website and 
an Instagram profi le.

Image 31. Exhibition info

The Herbarium Project
UNFOLDING FLORA - A DESIGNER’S PERSPECTIVE

Welcome to the herbarium project 

This project is an artistic exploration into the versatile 

qualities of plants, seeking ways to present their beauty 

and potential. It is my version of a herbarium - or more 

precisely, a starting point for one. At this stage I have 

been examining six species: lily of the valley, rowan,

common  reed, lilac, lupin and meadowsweet. I intend 

to carry on with this work, but for now, here is what 

I’ve come to understand.

Please do touch, smell, try and taste what you see at your 

discretion - excluding the fragile plant specimen.

Yours truly,

Maiju
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5.1. Analog: The Exhibition

The design context I was aiming for translated into an exhibition at Studio Roscoe, 
a serene creative workspace and photography studio in Helsinki. The event was or-
ganised as part of the programme of Helsinki Design Week 4.- 8.9.2019 and it was 
titled The Herbarium Project x Studio Roscoe. The milieu provided by the venue 
had a big impact on the nature of the exhibition. It is a tranquil space, but at the 
same time alive as people working at the studio are coming and going throughout 
the day. I wanted the exhibition to have a relaxed and warm atmosphere, and for 
people to engage through all their senses rather than having a solely visual experi-
ence [image 31.]. My aim was to make the space stylish but homely and to make 
visitors feel welcome to stay for a while. I arranged a daybed and a coffee table in 
the space, placed books about art, craft and plants on show for people to read and 
played soft music in the background [images 32-34]. I baked oat biscuits with row-
anberries and dark chocolate, and cookies with meadowsweet and white chocolate 
for the visitors to taste. I also had a pot of rowan tea spiced with different hand 
picked herbs from which to offer a cup. 

I am happy with the general reaction the exhibition seemed to evoke in visitors. 
I had a guest book on the coffee table, in which people could freely write their 
thoughts. I encouraged visitors to write down a few words with their names and 
ages, letting them know I was collecting data for my thesis. The feedback I received 
through conversations and notes left in the guestbook reflects the goals I set out to 
achieve. My artistic goal of creating an interesting, visually pleasing collection of 
artefacts and presenting it in a design context, was addressed on many occasions. 
Majority of the comments revolved around how beautiful and serene the space was, 
and how the plenitude of scents, tastes, materials and visual objects created a de-
lightful experience. All the following quotes are entries from the guest book .

“Essential aspects of nature accented by thoughtful visual design. A serene space! 
Ambience highlights its focus on nature’s beauty.”  (female, 20+ years old, 5.9.2019)

“The design is really lovely, it was lovely to taste new things and the atmosphere 
was lovely. It was interesting to look and wonder at the lovely things found here.” 
(*female, 10-years-old, 7.9.2019)

Most visitors were surprised by the multitude of uses for plants they saw in the 
exhibition. According to the feedback, the exhibition was perceived as interesting 
and informative.

“Thanks for showing us so many aspects of using plants! We really loved your love-
ly exhibition! Herbal salut from two Hungarians, I. and S.” (male-female couple, 
40+, 8.9.2019)

1

1   The entries by the guests were made in Finnish and in English. Those entries that were made in Finnish, I have translated 
into English myself. The translated quotes are marked with an asterix (*).
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“The use of various materials was interesting. Likewise the connection of the ma-
terials to different uses, and to ‘practicality’ in general. Especially interesting was 
the use of rowan tree.” (*male, 34-years-old, 6.9.2019)

“The exhibition was a lovely, inspiring deep dive into the world of plants. It pointed 
out many concrete ways of using plants and thus revives one’s own relationship 
with nature. Versatile, aesthetic whole that oozes love towards plants. A person can 
never have too much of this sort of a thing. I wish the exhibition would continue 
and I could keep on learning from the topics of this study.” (*female, 42-years-old, 
6.9.2019)

Several people commented on the tranquility in the space and feeling peaceful while 
visiting the exhibition. As seen below, one visitor had felt as if time had stopped. 
Another one wrote about feeling as if she had returned to childhood. Yet another 
one went even further into the past. 

“A great experience, this could even be used for studying every day. P.s. It felt like 
time had stood still in here.” (*male, 12-years-old, 8.9.2019)

“The study transported me into the past, to a time when pots containing dye plants 
were bubbling on a bonfire. Fields were swiddened. Life was simple and clear. 
Going to the sauna bore some kind of magic, the spirits of the forests were spoken 
of and placing the leaf of a certain plant on the skin healed a wound.” (*female, 
38-years-old, 6.9.2019)  

The perspective of encouraging change in people’s thinking in how they relate to 
nature is the most central driver for this thesis. Baring that in mind, I was pleased 
to notice that many implied their thinking being affected by visiting the exhibition. 
The last quote I am taking from the guestbook illustrates, in a rather sad way, what 
I wished to achieve.

“When I stepped into the exhibition space, the first feeling that came over me was 
feeling calm. The scents, textures and all that I see takes me back to the forests of my 
childhood. It is unbelievable, that this much can be received from nature and that at 
the moment I am not taking advantage of it. This makes me feel sad. I should make 
more time for myself and for nature. Now I feel a burning want to return to the forest 
behind my childhood home. How could I incorporate some of this feeling that I am 
having now, here in this exhibition, into my everyday life? Being busy, stressed and 
anxious are feelings I experience every day. I could surely get rid of them if could 
get closer to nature. As I leave this exhibition, I am left with the thought that I need 
to find my own connection to nature again.” (*female, 29-years-old, 6.9.2019)
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Image 32. The Herbarium Project x Studio Roscoe 1



Image 33. The Herbarium Project x Studio Roscoe 2



Image 34. The Herbarium Project x Studio Roscoe 3



5.2. Active: The Workshops

For my purposes of communicating environmental values, I believe the analog ex-
perience to be immensely important. To make the presentation of The Herbarium 
Project more impactful, I introduced three workshops in which people could take 
part. All workshops had space for nine participants and were promoted on the Hel-
sinki Design Week website and on Instagram. The workshops were taught by me 
and took place in the exhibition space at Studio Roscoe on three consecutive days. 
Each workshop was designed to emphasise a different aspect of the potential of 
plants as a material for making [image 35.]. 

Image 35. Workshop information
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5.2.1. Natural Scented Candles

The first workshop was entitled Natural Scented Candles [image 36.] and it in-
volved the participants making their own scented candles following my instruc-
tions. It was organised on Friday 6.9.2019 and the duration was two hours. I chose 
this topic because I wanted to include the aspects of scent and aromatherapy in The 
Herbarium Project and I believed scented candles to be a popular theme. As I had 
presumed, this workshop attracted the most attention out of the three. It was sold 
out, with nine participants. Furthermore, I had people who missed it messaging me 
and asking when the next one would be arranged. 

In the beginning of my thesis process I had hoped to be working with the scents of 
lily of the valley and lilac. I had then learned, that scent can not be extracted from 
my chosen plants and as I considered it to be imperative to work solely with pure 
natural ingredients, we used a variety of natural essential oils from different plants 
instead. I had been studying the subject of making scented soy wax candles with es-
sential oils for the purpose of including candles in this project, and began the work-
shop by talking about the properties of natural essential oils from the viewpoint of 
candle making and introduced the procedure [image 37.]. The agenda was for each 
participant to first create their own blend of essential oils making up a scent to their 
liking. The next step was mixing the oil blend with the melted soy wax between 
certain temperatures in order to amalgamate the scent with the wax. After this we

Image 36. Promotional picture for the Natural Scented Candles workshop
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proceeded to pouring the candles into glass containers and placed the wooden wicks 
which I had prepared earlier. While we let the candles cure so that they were solid 
enough to be moved, I addressed questions that had arisen during the process. The 
participants fi nished off their candles by writing their recipes and names for their 
candles on labels I had designed [image 37.]. 

From my perspective the procedure was too technical and precise to go through 
with a group, so that I would want to organise further workshops like this one. 
Had I decided on one oil blend for everyone to work with, the process would have 
been much more simple but at the same time, it might have become uninteresting. 
Now, there were so many details to attend to that a process which I had found very 
enjoyable on my own, became quite stressful. Even though I was only instructing 
and distributing materials and tools, I was so busy I did not even have time to take 
pictures to document the workshop. Despite the fact that the subject was close to 
my heart  - I see it as a critical response to the trend of marketing scented candles 
containing chemicals misleadingly as ‘natural’ - it turned out to be somehow clin-
ical and unsatisfying as a social activity. Moreover, even though all the materials 
were plant based, the process felt quite detached from nature.

Image 37. Preparing for the workshop, introducing the use of essential oils and a fi nished candle
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5.2.2. Lilac Crochet Hooks

The second workshop, Lilac Crochet Hooks, was a wood carving workshop that 
took place on Saturday 7.9.2019. The subject was making crochet hooks from lilac 
branches. I had brought in suitable pieces of lilac branches in varying sizes so that 
people could choose how small a shape they wanted to work with. In the shaping of 
the wood we were working mainly with knives, assisted by files to form the hook. 
For finishing we used sandpaper, first a coarse one and finally a very fine one to 
bring out the silky, ivory-like quality of lilac wood. The purpose of the workshop 
was simply to enjoy wood carving and to feel the satisfaction of having produced a 
functional object. Therefore, I did not encourage people to try match the standard 
crochet hook sizes or to create the perfect shape. Rather, I encouraged the partici-
pants to understand the dimensions and to feel the wood, and guided them towards 
a shape that would actually work for crocheting. 

There were only four participants (+ one child who also took part in the carving, al-
beit with a more liberal approach), but regardless of the small crowd I consider this 
workshop to have been the biggest success because all participants loved it. People 
seemed to drop into a meditative state of making and, despite the focused quietness, 
there was a relaxed and warm atmosphere, as if carving had the ability to foster a 
sense of community amongst strangers  [image 38.]. The time for the workshop was 
set at 12:00-14:00, but seeing people so concentrated on their work I told them they

Image 38. The peaceful wood carving circle

57



could stay for as long as they wanted, since it was Saturday afternoon and the exhi-
bition was open until 18.00. Followingly, the first participant left at 15.30 because 
she had to go to work. She was a yoga teacher and before leaving she gave me 
her contact information, in case I wanted to collaborate on organising a yoga and 
carving day in the woods we had jokingly talked about earlier. Crochet hooks got 
made and one of the ladies asked me if she could make a spoon [image 39.]. I gave 
her a larger piece of rowan wood and a chisel. Seeing that, another one asked if she 
could make a protective amulet like the ones in the exhibition. The third remaining 
participant kept perfecting her crochet hook and asked to have a piece of wood to 
take home so that she, too, could make a spoon. The participants kept making new 
pieces until 17.55, when they apologised for having taken all of my time that day 
and helped me clean up the space.

Comments I heard during that day included “this is the best thing ever”, “this is 
going to be my new hobby” and “I am going to buy myself a knife and chisels and 
just make spoons for the rest of my life”. It was somehow exhilarating and ground-
ing at same time, to sit in a circle, carving wood. I am surprised by how powerful 
an impact the simple act of shaping a piece of wood with a knife seems to have on 
people. On my own behalf, I can say that I know how it feels to fall in love with a 
material in a tactile process, to fall into the meditative state of making and to feel 
the connection with the material. However, this was the first time I was facilitating 
such an experience and sharing it with others in a moment. Moreover, wood carving 
has a special quality to it - as if working with the material would create a connection 
to its origin. Even though we spent the day indoors in an urban environment, the 
feeling afterwards was calm and rejuvenated, like I had been to the forest.

Image 39. Crochet hooks and spoons made in the workshop
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5.2.3. Botanical Composition

The third and last workshop took place on Sunday 8.9.2019. It was fully booked 
with nine participants. The workshop was designed around a more visual approach 
than the previous ones and entitled Botanical Composition, to describe the main 
task of creating fl at lay arrangements with plants. The process included the works 
being photographed by a professional photographer using studio equipment and 
each participant was given the digital fi le and an art print of their own work [image 
40.].

We began the workshop with some tea and biscuits and a short talk. Flower ar-
ranging workshops are very popular at the moment and I wanted to emphasise that 
instead of making lavish arrangements using imported fl owers, our aim was to see 
the beauty in what grows around us and bring it forth. I had brought in wild and 
cultivated plants which I had collected from my garden and from nature, including

Image 40. The Botanical Compositions workshop

59



blooming flowers, grasses, tree branches, and a selection of dried plants. We also 
had different backdrops and props from the studio at our disposal, and I welcomed 
people to use plant specimens from my project [image 40.]. I had made three exam-
ple compositions to illustrate the scope of different approaches to the task.  

I was pleased to learn that the participants had various backgrounds and a myriad of 
reasons for taking part in the workshop. There were a few designers and an artist in 
the group looking to be inspired by plants, a medical doctor who wanted to partic-
ipate in something creative to relax and have fun on a day off, an agronomist, who 
had come out of the interest of taking on a new viewpoint to plants and a flower lov-
ing communications officer on maternity leave, who was enjoying one of her first 
outings without the baby. This setting represents well what I had set out to achieve 
through organising the workshops. I had created a space in which people could 
come in contact with plants, each from their own angle, and have time to observe 
and appreciate the detailed nature of different species.

Again, people were deeply concentrated on their projects and clearly enjoyed them-
selves. The atmosphere was relaxed, although there was also a sense of performing 
a task in the air. As the output of the workshop was going to be a picture, possibly 
hung on one’s wall, there was an incentive to create something beautiful. Some 
were more decisive and straight forward in their processes, others found it hard 
to make up their mind and kept adjusting their compositions. Having one’s work 
photographed by a professional added to the excitement, and perfectionism pre-
vailed. I tried to intervene as little as possible, giving my opinion when someone 
needed support and encouraging people to trust their instincts. In the end, everyone 
managed to finish their composition to their liking and get it photographed [images 
41-43]. The feedback from the participants was positive. People had enjoyed the 
day, some having found inspiration, others relaxation. However, I feel that the aim 
to create something beautiful and the added pressure of having the works photo-
graphed perhaps took something away from the idea of spending a moment playing 
with plants.
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Image 41. Pieces from the Botanical Composition workshop: Kirsi Hätinen
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Image 43. Pieces from the Botanical Composition workshop: Riika Anundi-Koskinen
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Image 42. Pieces from the Botanical Composition workshop: Clara Lizarazo
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5.3. Digital: The Evolving Online Herbarium

To achieve continuing presence, I compiled The Herbarium Project on a website, 
available at http://www.maijueliisakoskela.com (The Herbarium Project 2019a). 
I was aiming to achieve a clear and defi ned style, with emphasis on the pictorial 
content. The website served as a means of communicating about the exhibition and 
the workshops during Helsinki Design Week and it explains the individual artefacts 
in detail [image 44.]. Some of the pieces become complete through the website, like 
the ‘Botanical Beanies’, with written knit patterns of my designs [image 45.]. Un-
fortunately, the design options offered by the current platform are far from optimal.

Besides the designated website, the project is online through its Instagram profi le, 
available at https://www.instagram.com/the_herbarium_project/ (The Herbari-
um Project 2019b). Being on Instagram enables easy presentation of new additions 
to the project and easy communication with the public. The downside of Instagram 
is limited space for textual content, hence the website and Instagram complement 
each other. Moreover, an Instagram account has to be maintained continuously in 
order to be favoured by the algorithm and gaining visibility, and this I have yet to 
succeed in. However, I have received positive feedback and interest towards my 
work and established connections with creative practitioners previously unknown 
to me.

Image 45. Knit pattern for the Kielo Beanie
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Image 44. Frontpage of the website



6. CONCLUSIONS

Through the making of this artistic thesis I have presented an answer to the question 
What could a contemporary herbarium be like? My work, as it took its form as The 
Herbarium Project, is one subjective answer to that question, an interpretation of 
a kind. 
 
When looking back on the process, I realise that the most important resource in 
making this thesis has been my creative mind. A comment given by a friend at the 
exhibition opening describes well what I am trying to say. He stated that the name 
of the exhibition should be “tikusta asiaa”, a Finnish proverb equivalent to “much 
ado about nothing”, but one that literally translates as “matter made out of a stick”. 
He was referring to the hand carved crochet hooks and the fact that I had created 
a collection of objects out of ‘nothing’ i.e. from plants that are a mundane part of 
our environment. Considering this remark was accompanied by other similar com-
ments, I am drawing the conclusion, that I reached my main objective of bringing 
real plants into the spotlight. The response from the exhibition audience implies, 
that I met my goal in the subtle style I was aiming for: I managed to create and ex-
hibit a collection of artefacts which communicate the inherent qualities of plants, 
exposing their inner potential and promoting their aesthetic and use value.

In this study I approached my research question through art and design practise. 
As it was time to elaborate on the process through writing, I instinctively began 
looking for connections between my actions and established modes of making in 
art and design practise. Amongst my ways of working I identified the approaches of 
open ended exploration, experimental design, material exploration and information 
design. I combined these approaches with traditional craft activities to form the 
whole. Through the analysis of my creative work I was able to locate my practise 
within the field of art, design and craft. Furthermore, identifying the modes of mak-
ing allowed for me to perceive my work as professional practise. 

While working on the process description, I noticed being sucked into scrutiny 
about my identity and existence. On many occasions, reflection on the process 
would become reflection on my role as a designer and further, on the meaning of 
being a designer. To address these themes comes naturally with the chosen meth-
odology of research through practise. Nevertheless, I was taken by surprise by the 
interconnectedness of explaining the process and explaining myself. This channel 
proved an extremely useful tool in becoming conscious of the many underlying 
beliefs and values that guide my work. It made visible unnecessary insecurities, 
such as perceiving a specific technique not professional enough to be employed. 
Likewise, engaging in this inner dialogue helped me to remain confident in my 
decisions and to align my actions with my values and goals: it helped me keep the 
intention of evoking appreciation towards nature and plants as the guiding principle 
of my work.  
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6.1. Promoting the Worth and Value of Nature Through Means of Design

This process has provided generous space for reflection and inner dialogue. Ow-
ing to that, I feel that my previous work and soul searching comes together in this 
thesis. As I stated in the introduction, one of the perspectives of this thesis was to 
establish a way for me, as a designer, to encourage change in people’s thinking and 
to promote the worth and value of nature through means of design. The notion of 
‘promoting the worth and value of nature through means of design’ entails essential 
understanding gained during this process. It crystallizes a previously vague cluster 
of values and aspirations which have been motivating and guiding my work. These 
elements have been with me for some time, but trying to identify and clarify them 
has escaped me. Through the making of The Herbarium Project I have found a bal-
ance between my values, what I wish to contribute to this world, being a designer 
and expressing myself artistically. These aspects find a harmonious status quo in 
my practise of promoting the worth and value of nature through means of design.

6.2. On Reflection and Photography

I would argue, that documentation and reflection-on-action (Schön 1991, cited in 
Mäkelä & Nimkulrat 2018) within my research process were supported and partly 
facilitated through the building of the online presence for The Herbarium Project. 
Writing text for the website and the Instagram posts required deep reflection on 
what I had set out to achieve. There was a need to elaborate on different working 
methods and techniques that were employed, and on the decisions made, for exam-
ple on whether the choices had been conscious or intuitive, and so on. Knowing that 
I would need pictorial material to put online emphasised the importance of taking 
photos.

Photography became the most essential part of documenting my work, partly be-
cause some of the created artefacts were of a contemporary nature. For instance 
the pain relieving foot bath, the fertility crown made of rowan and some of the 
foodstuffs only existed for a moment and photographing them was my medium for 
presenting the creations in retrospect. Another reason for photography gaining such 
an important role in the project was creating and communicating the intended con-
text of an artefact. Photography offered a medium to promote certain connotations I 
wanted to attach to an artefact, as well as a way to use narration in the positioning.

Sometimes the captured image itself became the most important artefact, shifting the 
role of photography from a tool for documentation to a design medium. On other oc-
casions taking photographs became the driving force of the creative process, as tak-
ing the photographs would enable me to see something that I had not noticed before 
and wanted to explore further. A few times looking at a plant or an artefact through 
the lense became a creative process of its own: I would see the object in a new way 
and only then realise an aspect of a plant I had not thought of before. Such was the 
case of the lupin, as I truly noted the detailed structure of the individual flowers while 
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taking close-up photographs of the plant. This lead to the idea of creating a piece 
based on the aesthetics of the individual lupin flowers.

Presenting my work on Instagram also provided a context for examining my cre-
ative process from a new point of view. In today’s society pictures are the main way 
of telling stories, and it is easy to get caught up in creating them. In principle, I am 
against altering the truth for the sake of promotion, and against building up magical 
images of beautiful moments that never actually happened. Yet, when deep in the 
process of making, the fine line between what is real and what can be made to seem 
real through photography sometimes fades away. I have found myself pondering 
on the difference between telling a story and telling a lie. The qualities that make 
up the nature of the pictorial output are vague and difficult to recognise. In the core 
of the issue I have recognised, firstly, my deeply rooted perception of photography 
as a medium for documentation rather than art, and secondly, the way I combine 
photographs and text. For example, in my mind’s eye, Powers of the Rowan [im-
age 25.] is clearly an artwork. It depicts a lady wearing a crown made of rowan 
branches, historically used for bringing fertility (Piippo 2008). The text accom-
panying the photo discusses beliefs attached to the tree. The whole is so detached 
from contemporary everyday life, that my mind perceives it as art. On the contrary, 
the picture of the meadowsweet cloud, aiming at communicating the beauty of the 
plant and showing how it can be used in floral design [image 46.], seems less artistic 
and more misleading to me. Albeit beautiful, the pictured setting seems to suggest 
that I am spending a careless afternoon underneath a cloud of flowers sipping on 
refreshments and ‘you should do the same’. This notion raises questions of how we 
perceive fiction and reality within images.

Maybe I am exaggerating the moral dilemma in creating illusions and maybe it is a 
valid tool when the work is done for a good cause vs. trying to sell a product or to 
push an idea on someone. Maybe it is my personal history in the field of business 
that has made me overly sensitive towards hidden agendas within imagery. I am 
promoting the worth and value of nature, so it is no wonder that some resemblance 
with marketing actions appear. The question then seems to be, does the promotional 
aspect allow for the artistic output to maintain its integrity? On the other hand, if 
a designer is first and foremost a creator of meanings (e.g. Papanek 1984), are all 
designers endorsing something? Before commencing this project I had not thought 
about the nature of my visual and pictorial expression, I simply produced what hap-
pened to innately come out of me in a given moment. Going forward, this gives me 
something to consider further.
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Image 46. Meadowsweet cloud



6.3. Future Projects

The making of this thesis has had concrete implications on my practise. I am con-
tinuing to work with The Herbarium Project. I want to either move the website on 
to another platform and continue building an online herbarium, or begin actively 
maintaining the Instagram account and attaching more information into the posts. 

Aside from the online presence, my aim is to begin organising workshops around 
the themes I have been working with. My first step will be developing the concept   
of the wood carving workshop and establish it as a regular ‘carving day’. During 
this process I completely fell in love with wood carving. As I stated in section 4.2.3., 
my relationship with carving was probably affected by my experiences of working 
on the crochet hooks in the wilderness. However, I later noticed that carving in an 
urban environment kept producing similar feelings of tranquility and rootedness 
as carving in nature. One evening, I was feeling unsatisfied and anxious, so I went 
outside and began carving. Soon my mind was at ease and I was feeling peaceful 
and content. The same calming and grounding effect came over me while hosting 
the crochet hook workshop and could be sensed from the participants as well. I 
want to continue exploring this phenomenon as it relates to the process of making, 
especially in a communal setting where I can invite others to join the process.

Many ideas on artistic projects have arisen, but one thought regarding craft and 
product design fascinates me above all others. As I found natural dyeing to be ex-
tremely interesting, I would like to look deeper into the craft. Moreover, most dyers 
in Finland seem to be working with wool yarn instead of treating fabrics, let alone 
selling productised textiles. I did not get much out of lupin within my thesis but as 
I take on this new project, lupin is where I begin. I am exploring possibilities of 
combining recycled textiles and the use of invasive species as dye plants. My aim 
is to create a product line for small batch production, and lupin offers my trials a 
material resource which is easy to access.
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Epilogue: Having the guts to not be unique

When my exhibition was over and I had time to visit other events at Helsinki Design 
Week, I became more aware of similar approaches and ideas existing around me. 
Others sharing my thinking became very apparent as I went to see the ‘ChemArts-
ing with Bio-based Materials – Results from Summer School 2019’ exhibition. For 
one, there was a project using pine needles, which I have also experimented with 
during my studies. Another example was The Alder Project mentioned in chapter 
2.1., bearing a similar name and sharing a similar ethos as my thesis. Adding to 
these, there was a project by two students majoring in Fashion Design. They had 
been engaging in plant dyeing textiles specifically with invasive species, using lu-
pin amongst others in their work. Finding my idea of natural dyeing with invasive 
species overlapping so completely with that of my fellow students took me by sur-
prise.   

Sharing this experience leads me to a theme which is probably familiar to every de-
sign student throughout history, and as these are the very last words I am writing as 
one, I find it appropriate to revisit the topic and then leave it behind. This is some-
thing we have been told over and over again through our training to be designers. 
Yet, it gets to me every time. It is that you will always find someone who has done 
it before. Especially in this era of information overload, the internet will sooner or 
later serve you with proof of not being unique. However, if you do not let it get to 
you, and carry through with your project regardless, and with your own voice, the 
end result will be something unseen before. It will be unique. Therefore, if my goal 
is to promote the worth and value of nature through means of design, it is a very 
good thing that there are others out there doing the same thing. After all, it is diffi-
cult to generate change alone.
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Appendix 1.

A COMPLETE LIST OF ARTEFACTS

Artefacts made by me

common reed / phragmites australis
1. Phragmites australis : bow tie
2. Phragmites australis : tassel pendant
3. Phragmites australis : hanging installation
4. Phragmites australis : paper, 100% common reed
5. Phragmites australis : reed pen
6. Phragmites australis : liquid colours
7. Phragmites australis : experiments with wax

meadowsweet / filipendula ulmaria
8. Filipendula ulmaria : flowerheads sewn on tulle i.e. The Queen’s Frills
9. Filipendula ulmaria : flowerheads pressed on tulle i.e. Meadow Lace
10. Filipendula ulmaria : flower cloud installation
11. Filipendula ulmaria : pain relieving flower bath
12. Filipendula ulmaria : bath salt
13. Filipendula ulmaria : dried flowers for the kitchen
14. Filipendula ulmaria : meadowsweet ice cream
15. Filipendula ulmaria : meadowsweet and white chocolate cookies

lilac / syringa
16. Syringa spp. : lilac seed earrings
17. Syringa spp. : lilac crochet hooks
18. Syringa spp. : lilac sugar
19. Syringa spp. : lilac and lemon cake 
20. Syringa spp. : lilac infused drinks

lupin / lupinus polyphyllus
21. Lupinus polyphyllus : composition with dried flowers
22. Lupinus polyphyllus : wool beanie + knit pattern 2
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rowan / sorbus aucuparia
23. Sorbus aucuparia : dried berries i.e. superfood
24. Sorbus aucuparia : fermented tea
25. Sorbus aucuparia : rowan bud syrup
26. Sorbus aucuparia : rowan liqueur
27. Sorbus aucuparia : oat biscuits with rowan berries and dark chocolate 
28. Sorbus aucuparia : amulets for good luck and protection
29. Sorbus aucuparia : powers of the rowan

lily of the valley / convallaria majalis
30. Convallaria majalis : wool beanie + knit pattern 1
31. Convallaria majalis : dyed pashmina
32. Convallaria majalis : pendant lights
33. Convallaria majalis : liquid colours

Other artefacts included in the exhibition

34. Lupinus polyphyllus : wool yarn dyed with lupin
35. Filipendula ulmaria : flower therapy drops
36. Sorbus aucuparia : flower therapy drops


