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She works as an artist in the junction of Ceramics and Fine Art. She has 

held several solo exhibitions in Finland and has taken part in frequent 

joint exhibitions in Finland and abroad. Mäkelä’s works deals with 

femininity. She has discussed this theme more broadly in her Doctoral 

dissertation ‘Saveen piirtyviä muistoja. Subjektiivisen luomisprosessin 

ja sukuopuolen representaatioita’ (Memories in clay: Representations of 

subjective creation process and gender) (University of Art and Design 

Helsinki 2003). The study is a work of practice-led research, where visual 

representations of femininity are produced during the research process 

by the artist-researcher herself.
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→ Over the last two decades, research in art and design has begun 

to explore new dimensions as artists and designers have taken an 

active role in contextualising and interpreting the creative process 

of their own practice, as well as the products of this process. From 

this point of view, the knowledge and the skills of a practising artist 

or designer form a central part of the research process, and this has 

produced a new way of doing research in the creative fi eld. In this 

new approach, a part of the research is carried out as art or design 

practice. In recent discourse such attempts have been labelled more 

or less interchangeably with the terms ‘practice-based’, ‘practice-led’ 

and ‘artistic research’.

In Finnish art universities, there has been a lively discussion 

about the substance and mode of practice-led research since the early 

1980s. All the four art universities in the country have contributed 

to the fi eld by creating their own Doctoral degrees from 1982 to 1997. 

A variety of practice-led Doctoral studies have been completed by 

artists and designers in these four institutions. This paper provides 

an overview of these studies.i The last case study is my own, and it is 

reviewed in some detail. In focusing on these studies, I am particu-

larly interested in what the role of making is, and the products of 

this making, in these studies. The central question is, in what ways 

can the creative process and the concrete products of making be 

interwoven with research?
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the author used the space and experienced it from 
different perspectives. In Arlander’s study the space 
of performance is thus constructed from the various 
viewpoints of an actor, a writer and a director.

In Arlander’s case, the study introduced three art 
productions in the form of different performances. 
Making formed a place to explore the theme of the 
research in a spatial mode. It also established an 
important base of experience to be reviewed and 
discussed in the written part of the study, which 
was produced, after the actual making had been 
completed, in the later stages of the research process. 
According to Arlander (1999:8), the division between 
artistic- and research-orientated Doctoral degrees is 
deceptive, because both endeavours pose questions 
about exploration, although in different ways. What 
she finds interesting is to focus on the relationship 
between theory and practice, as well as thinking and 
making, and how these can be combined.

essays about art, philosophy and politics

The artist Teemu Mäki graduated as a Doctor of Arts 
from the Academy of Fine Artsvii in 2005. His study, 
‘Visible darkness: Essays about art, philosophy and 
politics’ (Mäki 2005) consists of a collection of five 
essays and all the artworks he completed during the 
period from 1997 to 2001.viii

The main subject of the writings is the definition and 
role of art. Mäki repeats this theme in each essay, so 
that this subject is discussed from different perspec-
tives. The essays explore this subject from the perspec-
tive of his artworks and their thematic underpinnings, 
his experiences of working within the context of the 
European artworld, and his political views, which 
include, amongst other topics, commentaries on 
race and gender. Within the essay collection, which 
is considered the theoretical part of his study, the 
following two essays play an important role.

Introduction

Over the last two decades, research in art and design 
has begun to explore new dimensions, as artists and 
designers have taken an active role in contextualising 
and interpreting the creative process of their own 
practice, as well as the products of this process. From 
this point of view, the knowledge and the skills of a 
practising artist or designer form a central part of 
the research process, and this has produced new ways 
of doing research in the creative field. In this new 
approach, a part of the research is carried out as art 
or design practice. In recent discourse such attempts 
have been labelled more or less interchangeably with 
the terms ‘practice-based’, ‘art-led’, ‘practice-led’ and 

‘artistic research’.ii

In Finland, vigorous discussion about the substance 
and mode of research carried out in the art universi-
tiesiii has been ongoing since the 1980s. All four art 
universities in the country have contributed to the field 
by creating their own Doctoral programmes during 
the period 1982 to 1997. Each of these universities 
has produced slightly different requirements for their 
Doctoral studies, and thus the form and content of the 
Doctoral projects have received different emphases, 
depending upon the university.

Currently, there are a variety of completed practice-
led Doctoral studies produced by artists and designers 
from the different institutions. In these studies, the 
challenge has been to find different ways to bring 
together the art, or design, practice, and research. In 
this paper, I analyse one practice-led study from each 
Finnish art university. The last case is my own, and it 
is presented in some detail. All four research studies 
have been published, thus ensuring the dissemination 
of the knowledge produced in these endeavours. In 
focusing on these studies, I am particularly interested 
in what the role of making, and the products of making, 
is in these studies. The central question is, in what 
ways can the creative process and the products of 
making be interwoven with research?

Therefore, I sketch out a variety of connections - of 
both the creative process and its products with 
research - as follows: firstly, making can form a place 
where the theme of the research is explored in a differ-
ent mode to that of writing, as shown in the case of 
Annette Arlander, but also a place in which to advance 
virtuosity, as in the case of Mikko Raasakka; secondly, 
the making process and its products can be perceived 
as answers to particular research questions, as in the 

case of Maarit Mäkelä and thirdly, as an object made 
by an artist-researcher, the artefactiv can also be seen 
as a method for collecting and preserving information 
and understanding, as in the case of Teemu Mäki.

Performance as a space

Theatre and drama director Annette Arlander 
graduated as the first Doctor of Arts from the Theatre 
Academyv in 1999. Her Doctoral study ‘Performance 
as space’ (Arlander 1999) consists of a series of three 
performances and a written thesis. Arlander (1999) 
argues in her thesis that the live performance takes 
place as a space. The study aims to show that the 
space can be an interesting source in creating a 
performance both with regard to spatial relationships 
and as a place creating meaning. The written part 
of the study is divided into two parts. The first part 
deals with the space of a performance on a general 
level in the light of previous research. In this section, 
Arlander approaches the space of performance via two 
dimensions: as a place where meanings are created 
not only on the level of physical space but also a space 
described through text, and as spatial relationships 
between the performers and the spectators. Arlander 
applies and discusses two primary models: firstly, 
Arnold Aronson’s scale regarding environmental and 
frontal arrangements of space, and, secondly, Peter 
Eversman’s model for analysing theatrical space based 
on structural and functional dimensions. 

The second part of the written study describes the 
practical work and the performances prepared during 
the research process. In this part, Arlander discusses 
the use of space via three productions. When preparing 
these productions, Arlander took different roles. In the 
first production, she appeared as the director of the 
performance. For this performance, the playwright 
Juha Siltanen wrote a dramatisation of Italo Calvino’s 
novel If on a winter’s night a traveller … . The text 
includes ten concise novels transformed into small 
plays and a narration framing these stories. These 
plays provide a basis for the scenography, which 
consisted of ten spaces: a labyrinth with paper walls, 
through which the audience moves from one miniature 
performance to another in the 100 metre long hall 
(Fig. 1).

In the second performance, a monologue with the 
title The love letters of sister Mariaana,vi Arlander 
worked as an actor. In the third production, Arlander 
appeared as the writer and director of a radio play Via 
Marco Polo. When taking part in these productions, 

Fig. 1. Performance at the Cable 
Factory in Helsinki. 1996. Scenography 

and photograph by Reija Hirvikoski. 
Courtesy of Annette Arlander.
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The first essay, titled ‘Art as the most completed form 
of philosophy and politics’ introduces the primary 
lines of Mäki’s study. The introduction of this essay 
raises the question of whether art can be philosophy 
and politics, instead of merely a vehicle to express 
a position with regard to these phenomena. This 
question becomes the key concern of the study 
because it is related to the main themes of Mäki’s 
artworks, revealing that his art-shaped philosophy 
is centred upon ideas of pain and death. According to 
him, these themes give sense to the opposite – a good 
life. For his art practice, a meaningful experience of 
being (or a good life) is an absolute value. In Mäki’s 
(2005:154) words, “Art can have an instrumental role 
when making a good life, but it can also be the place 
where a good life happens. Art-shaped philosophy and 
politics takes part when solving a problem, but after 
all it tries to form our experience of being meaningful 
as such …”.ix To conclude the essay, Mäki (2005:268) 

expresses an idea of “art-shaped philosophy”, in which 
reasoning, feeling, and being can be simultaneously 
and equally perform.

In his second essay, titled ‘Tool Box’, Mäki discusses his 
intentions as an artist and the primary techniques he 
uses in making his artworks. The text offers the reader 
some tools to understand his art as an art-shaped 
philosophy. Mäki created his artworks before writing 
the essays; his creation was a kind of driving force for 
the written part of the study.x In this sense, making 
formed an important basis of experience from which 
to write. In his case, the products of making – the 
artworks made during the research period – can 
thus be seen as an artistic method for collecting and 
preserving information and understanding; they 
personify the author’s understanding about art as 
the most complete form of philosophy and politics.

An introduction to the  
possibilities of the clarinet

Clarinetist Mikko Raasakka graduated as a Doctor of 
Music from the Department for Music Performance 
and Research of Sibelius Academyxi in 2005. His 
research, ‘An introduction to the possibilities of the 
clarinet’ (Raasakka 2005), in which he studies the 
modern clarinet, consists of a series of five concerts 
and a manual of the modern clarinet as the written 
component.

The core of the project was a concert series in which 
Raasakka performed a selection of Finnish solo and 
chamber music for clarinet. The series of concerts, 
based on his collaboration with Finnish composers, 
formed a cross-section of Finnish clarinet music. 
Raasakka played 20 compositions with three different 
instruments: clarinet, bass clarinet and liru (Fig. 3), 
an archaic Finnish folk clarinet, in the concert series.

Initially, Raasakka had intended that the written 
component would introduce new playing techniques 
that he encountered when playing Finnish clarinet 
music. However, he realised that he was unable to 
speak about these techniques because there were 
neither established concepts nor Finnish words to use. 
Therefore, the written work became a manual of the 
modern clarinet: an introduction to the history, 

construction, properties, and musical possibilities of 
the instrument. All the music examples presented in 
the manual are Finnish clarinet pieces and many of 
them are derived from the compositions Raasakka 
played in his concerts.

In Raasakka’s case, making formed the backbone for 
the study. Playing took place mostly before writing 
and was the driving force for the written component 
of the study. Thus, making established the place 
where the theme of the research (modern clarinet) 
could be explored in practice. From the study, he 
produced a series of five concerts as the products 
of making. His collaboration with composers also 
produced new compositions for the clarinet. In return, 
the new compositions gave the author the opportu-
nity to advance his virtuosity and interpretation as 
a clarinettist.

Clay pictures as female representations

I graduated as a Doctor of Arts from the University of 
Art and Designxii in 2003 with my study ‘Memories 
on clay. Representations of subjective creation 
process and gender’ (Mäkelä 2003). The supporting 
structure of the study is the artmaking process, which 
is documented in three exhibitions.

The research part of this study can be considered 
a retrospective review of the work process and the 
ceramic objects made during that process. The research 
is a space where contextualisation of actions and closer 
examination of the meanings related to the process 
of making take place. Thus, the thesis functions as a 
forum for the process of meaning-production, and as 
an active and innovative event, where the artmaking 
process and the artefacts created during this process 
are conceptualised and put into words.

The production of artefacts is the starting point of my 
study, aiming to construct a bridge between, on the 
one hand, the artefacts and the knowledge acquired 
through the process of making them, and the theoreti-
cal discussion on the other. In this study, the domain 
of the female body is intertwined in the arguments 
of the study in several ways. The female body is the 
theme of the art made during this research process, 
and it is thematically the main focus of the theoreti-
cal discussion used for contextualising and making 
sense of these artefacts. And, finally, it is also a female 
artist-researcher who presents herself as the subject 
of this inquiry.

Fig. 3. Mikko 
Raasakka plays the 

liru. Photograph  
by Anne Raasakka. 
Courtesy of Mikko 

Raasakka. 

Fig. 2. Mäki, T. The Pathetic Family: Wife, Me, Daughter.  
To Reproduce And Not Be Lonely We Need This Castle, But 
We Are Weak So It Becomes Our Prison Too. 2000. Oil and 
acrylic on canvas. 145cm x 317cm. Photograph by Teemu Mäki. 
Courtesy of Teemu Mäki.
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As this project exploits two realms of knowing - art and 
research - these fields are interrogated in the following 
section. Together, they form the circular structure 
comparable to the hermeneutic circle that enables a 
dialogue between art and research. In the latter part 
of this section, I demonstrate how these two realms 
are integrated via a concrete example that shapes a 
dialogue between the particular artworks and certain 
theoretical texts.

Bridging two realms of knowing

The research proceeds as a dialogue between 
ceramic art and feminist research, as is illustrated 
in the diagram in Figure 4. The arrow in Figure 4 
describes both the progress of the process as well as 
an increase in the practitioner’s understanding. The 
inquiry begins with making. This means hands-on 
actions with clay and, as a product of this process, 
artefacts arranged in the form of the first exhibition. 
As indicated in Figure 4, each artistic work period is 
followed by a research period. In this study the artistic 
work periods and research-oriented work periods are 
repeated three times.

As an artist-researcher, I undertake to build a bridge 
between art and research by following certain routes 
that have informed my experience as a female artist 
and as a feminist researcher. Thus, the speaker in this 
study is the artist-researcher, who is retrospectively 
reviewing her intuitive work process. My fundamental 
assumption is that by contemplating the artefacts and 
naming their central themes, it is possible to identify 
themes that are meaningful, or in some way revealed, 

as central themes of the study. In this way, the artefacts 
created during the research process can mark the 
boundaries of the themes to be studied further with 
reference to pertinent theoretical texts. In addition, 
the works of art inspire the researcher when writing 
about these themes. In this inquiry, the art pieces 
point the researcher towards research literature that, 
in relation to these pieces, had something relevant to 
say, for example, about the construction of gender.

As the inquiry proceeds, the retrospective view forms 
a ‘retroactive approach’, which serves to integrate 
the art practice with such theoretical texts that can 
reveal particular aspects of the process of making, 
or the subject matter itself. The retroactive approach 
consists of several backward glances. Therefore, the 
knowledge and understanding acquired grows and 
deepens cumulatively. Consequently, the retroactive 
approach is formed during the research process, that 
is, the writing of the thesis. In this way the retroac-
tive approach operates like the hermeneutic circle: 
knowledge and understanding advance and deepen as 
the spiral process of interpretation proceeds (Mäkelä 
2006:78).

I now review my study in more detail and in this 
way, link previously expressed ideas to my research 
practice. Thus, the following section is an example of 
the retroactive approach in action: how the particular 
art pieces and certain theoretical texts can be bridged 
at a textual level. The section begins with a theoretical 
review of texts in which the meaning of visual images, 
as a part of postmodern and subsequently also as part 
of postfeminist discussions - has been raised.

A case-study: Representations in clay

At the turn of the century, art, aesthetics and culture 
were considered to form a territory where the 
postmodern could produce alternative politics (Boyne 
& Rattansi 1991:41). According to certain feminist 
researchers, the origin of art is usually political, as the 
(visual) artist tends to affect the viewer by controlling 
his/her gaze and presence. Contemporary art can thus 
be understood as a micro-political territory: an area 
that allows transitional changes at the micro-level 
(Rossi 1999:11).

I am interested in these transitional territories, which 
allow seeing and interpreting the familiar from a 
slightly different perspective than the usual. When 
making new pieces, I play a game with the viewer; 
this game is grounded in cultural codes. The key to 
my visual language is found in the already existing 
cultural female images, which I then reproduce. Thus, 
the images bring information about their origin to a 
new context. By using these borrowed images with 
my handprint embodied in them, I make my own 
interpretation of these female representations.

 Characteristics of a postmodern approach to making 
new images, for example, the use of loaned images 
(appropriation), emphasises the position of the viewer 
as an interpreter of an artefact. The meanings of 
the artefact are not understood to rely only on the 
intentions of the artist, but are rather to be formed 
in an endless process of producing meanings. In this 
process, the viewer, as a repeatedly newly-shaped 
subject, has a central position (Solomon-Godeau 
1991:86-102). When writing as an artist-researcher 
about my artefacts, I exploit this concept. Even if I 
have made the clay pictures myself, they appear to 
me as visual constructions with continually changing 
meanings.

 Postfeminism as a political practice

The basic argumentation of postfeminist research 
returns to the critical thinking of Michel Foucault 
(1990), especially to his thoughts about the power 
relationships in which subjectivity and gender are 
formed, as well as his ideas concerning the possibil-
ity for resistance. According to Foucault, sexual and 
gendered identities are not assigned by the biological 
or essential nature of femininity or masculinity. On 
the contrary, they are formed in an endless process 
via strategic models and discursive practices. Gender 

is thus understood throughout as representational, 
and ‘reality’ can be reached only through descrip-
tions and visual representations (de Lauretis 1987). 
Different gendered representations are on the other 
hand decidedly temporal, and the historical context 
defines what kinds of representations are possible to 

‘practice’ at a certain time (Rossi 2002:111).

In the last two decades, central postfeminist theorists 
(see, for example, de Lauretis 1987; Butler 1990) have 
raised debates around technologies that produce 
gender. In the processes where gender is produced, 
gender is both stabilised and unstabilised. The holes 
and cracks opened during the process of reproducing 
gender make the process itself unstable and at the same 
time a type of process that needs to be reproduced 
again and again. This process thus offers the opportu-
nity to shake the process itself, as through and via 
these processes it is possible to avoid and break the 
processes that stabilise gender. Hence, these processes 
are also a means to place norms that stabilise gender 
in a state of crisis (Butler 1993:10-12). Judith Butler 
(1990:148) emphasises that the main point is in the 
manner: how the action of reproduction is conducted. 

As an artist, I update culturally tied representations 
of femininity. With differently reproduced images I 
pose the questions: what kinds of representations of 
femininity are possible to present at this particular 
moment? Is it possible to reproduce and interpret, in 
this contemporary context, a familiar representation 
of femininity in a slightly different way from which 
audiences are used to? These kinds of reproduction 

– parodic and redundant representations, estranging 
imitations and carnivalesque masquerades – have been 
called strategies for a new aesthetic resistance (von 
Bonsdorff & Seppä 2002:16). The question concerns 
aesthetic commotion: a spectrum of different visual 
strategies through which female artists in particular 
have sought to harass and shake the ways of looking, 
seeing and reproducing (Sederholm 2002).

Aesthetic commotion

By playing with the representation of female figures, 
printing them in clay and in this way bringing them into 
a new context, I define myself as an artist in aesthetic 
commotion. I am aware that, when recycling cultural 
images, I also participate in their reproduction and 
recontextualisation. In my first exhibition, which 
is the focus of this paper from this point onwards, I 
interrogate the experience of femininity using the 

Fig. 4. Diagram representing practice-led research dialogue.
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postmodern strategy of appropriation. In this exhibi-
tion, the representations are based on commonly used 
cultural female icons. 

Appropirated images transferred to the clay tiles 
reflect the gender contract, according to which woman 
has been represented, and has been shown in western 
culture. This contract embodies the idea of the western 
woman who, while holding a position of being the 
object of representation and knowing, has remained 
invisible, forbidden and valueless as a presenting and 
knowing subject. When brought to a clay surface, the 
loaned figures do not accept performing only the role 
they had been assigned in their earlier context. Rather, 
they show a slow struggle to break free of this role. 
Through this struggle, they question the conventional 
gendered ways of dealing with subject and object 
positions. Instead of assuming only the traditional 
(female) positions to be gazed upon, in the exhibition 
the clay figures also perform themselves as subjects, 
who play with the viewer’s gaze.

The appropriated images represent a slow transforma-
tion by initially mimicking the postures they had been 
assigned earlier in the patriarchal order. When needed, 
these figures are shown to undress, obediently close 
their mouths and bashfully lower their gaze. However, 
at the same time, they begin a tacit rebellion against 
these postures. Through the craggy and choppy marks 
embodied in the images during the ceramic working 
process, the clay women reveal aspects of female 
identity, which are usually kept silent in western 
culture.

This business of mimicry – reproduction and 
interpretation via conflict and floating representa-
tions – takes place as a subculture of the patriarchal 
order. The series of clay pictures is appointed the name 
Monthly bleeding (Fig. 5) and can be apprehended as 
a part of this subculture. The photograph of Marilyn 
Monroe (Marilyn Monroe Gallery (#6)[sa]), used as 
a starting point of the work, represents her as one of 
the archetypes of femininity: strongly made-up eyes 
with half-open lips, blonde, carefully coifed hair and 
half-naked body. In the photograph, from which I have 
appropriated the image, Monroe’s straightforward 
gaze meets the gaze of the spectator. 

When brought to the ceramic surface – craggy, 
unglazed and rough earthenware – the sister figures 
of Monroe continue their complex representations 
of femininity. In addition, when brought to clay, the 
outlines of Monroe’s body have been strengthened by 
rugged, scratchy marks. The marks have been carved 
as a part of the wet ceramic surface. The smooth 
feminine shapes have thus acquired new lines, which 
are partly atop the original lines, and partly pushed 
under the original ones. Even though its serial nature 
is one of the central features of this work, each of the 
plates is also meaningful, as they all embody different 
representations of femininity.

Clay pictures as representations of femininity

Teresa de Lauretis (1984:159) considers experience 
to be a never-ending process during which subjec-
tivity, or self, is constructed. It is not a question of 

women ‘with experiences’, but rather of femininity 
constructed by and through experiences. Hence my 
subjective femininity is formed in the process, which 
includes my experiences as an artist acting in the fields 
of contemporary visual art, and as a researcher, who 
contextualises this art. This femininity is implicitly 
drawn and written on clay tiles during the research 
process.

According to art historian Griselda Pollock (1988:6), 
representation bears the wider meaning of analys-
ing something or some phenomenon, giving it 
meaning, and making it understandable in relation 
to other representations. As a concept, representation 
emphasises the meaning-producing nature of saying, 
presenting, thinking, and knowing. When understood 
in this way, the ceramic representations of women 
produced during the research process have a central 
meaning: not only do these works preserve the female 
experience but also analyse and comment on it. In 
this way, personal experience has been woven in as 
an integral part of this study and, as such, forms a 
central source of the process of producing knowledge.

Conclusion

As an end to this paper, I refer to a case where a series 
of three exhibitions structures the research process. 
This structure supports the separate work periods in 
the fields of art and research and binds them to the 
study. This circularly-proceeding whole that consists 
of wider work processes is comparable to a hermeneu-
tic circle. The circular form unfolds the progress of the 
research process and thus points at the steps of this 
particular inquiry. It also creates a dialogue between 
two fields – art and research.

The aim of reviewing this case has been to outline the 
base of the retroactive approach, in other words, an 
act of interpretation in which the artist-researcher 
subsequently reviews her artistic work process and the 
artefacts created during the process. The retroactive 
approach includes the comprehension of a competent 
practitioner, who exhibits a kind of knowing-in-
practice, which is mostly tacit. However, starting with 
actual performance, it is possible to construct and test 
these kinds of models of knowing (Schön 1995:viii). 
In this particular case, the artist-researcher relies on 
tacit knowledge when preparing for the three respec-
tive exhibitions. Hence, in this study, tacit knowledge 
is pinned above all to the steps of the research where 
making takes place.

The core idea behind the retroactive approach is 
that the subsequent review of the process of (art) 
making and artefacts created during this process 
helps to create a connection between art and research 
practices. Thus knowledge and understanding seem 
to be available by interpreting artefacts and/or the 
processes of making them.

The field of art and design is traditionally associated 
with the production of artefacts. Likewise, the field of 
basic research has, traditionally, produced theoretical 
knowledge. However, these fields are not as alien to 
each other as one might imagine (Mäkelä & Routarinne 
2006:18). As Mika Elo (2007:14) points out, a reflec-
tive relationship with tradition has been part of the 
practice of art at least from the age of Romanticism, 
just as in the natural sciences the production of 

‘epistemic things’ has been intimately connected to 
experimental praxis throughout the modern era. In 
this regard, the notion of practice-led research is 
not new – the new element is rather the connection 
between the art practice and the university institution.

As a result of this connection, a new actor has appeared 
on the stage: an artist-researcher with a double 
position - a practitioner who also reflects upon her/
his own practice. In this paper I have reviewed the 
kind of outcomes that might result when an artist or 
a designer introduces her/his practice in an academic 
context. The cases portrayed above demonstrate that 
art making and art products can take on a variety of 
roles in a practice-led research project. In summary, 
they can play the following roles: firstly, as shown in 
the case of Mäki, art making can be understood as a 
vehicle for collecting and preserving information and 
understanding. Secondly, as in the case of Arlander 
and Raasakka, art making can also form a place to 
explore the theme of the research in another form than 
writing. Thirdly, in addition to the above-mentioned 
roles, art process and its products can be conceived as 
answer(s) to particular research questions as well as an 
argumentation on the topic concerned, as apparent in 
the case of Mäkelä. Thus, art and design practice can 
stimulate and support the accumulation of knowledge 
and understanding in several ways. On the basis of the 
reviewed cases it is possible to conclude that reflec-
tive practitioners can support the accumulation of 
knowledge by following multiple paths connected to 
their personal artistic expression.

Fig. 5. Mäkelä, M. Monthly bleeding. 1996. Serigraphy on earthenware. 
21cm x 65cm. Photograph by Rauno Träskelin. Courtesy of Maarit Mäkelä.
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endnotes

i. This paper is based on the author’s two earlier articles titled ‘The place and the product(s) of making in practice-led 
research’ (Mäkelä 2009a) and ‘In between art and research. Integrating two realms of knowing as a process of inquiry’ 
(Mäkelä 2009b).

ii. The term ‘artistic research’ is connected to the idea of an artist that produces an artwork and reflects on the creative 
process: “The whole issue is … about the self-reflective and self-critical processes of a person taking part in the production 
of meaning within contemporary art, and in such a fashion that it communicates where it is coming from, where it stands 
at this precise moment, and where it wants to go” (Hannula, Suoranta & Vaden 2005:10). In Finland, this approach is 
followed and developed particularly in the Finnish Academy of Fine Arts. See also Mäkelä & Routarinne (2007:3).

iii. There are 16 universities in Finland, including the three universities of art, namely the Academy of Fine Arts, Sibelius 
Academy and Theatre Academy. Until the beginning of 2010 the University of Art and Design Helsinki was one of the art 
universities, but now operates as part of Aalto University. The activities of art universities are based on long-standing 
educational traditions, and they have been established on the foundation of long existing institutions. At the beginning 
the task of the art universities was to educate artists. The status of higher education institution was awarded to these 
four art universities in the 1970s-1990s. Research activities at the art universities were launched from the 1980s onwards 
(Ahlbäck, Buchanan, Calabrese, Jechke & Nikula 2009:13). 

iv. In this context, ‘artefact’ refers to objects created by human beings. An artefact can be a concrete object, such as a 
painting or a design object, or an immaterial work such as a composition or a theatre performance (see Mäkelä 2006:64).

v. In the Theatre Academy, a Doctoral degree has been available since 1988 (Ahlbäck et al 2009:15). The aim of the 
programme is to advance the area of art in question, primarily by and via the author’s own art practice. The written 
component of the work is required to mirror in some way the unity of the artistic productions and is not expected to meet 
formal academic requirements. Full instructions for Doctoral studies in the Theatre Academy are available, although only 
in Finnish (Jatkotutkintojen kriteeristöt ja tutkintosääntö 2010).

vi. The text by Annika Hansson consists of love letters which Sister Mariaana, a Portuguese nun, wrote to a French general 
officer in the seventeenth-century.

vii. In the Academy of Fine Arts, a Doctoral degree has been available since 1997 (Kaila 2008:6). The basis of the study is 
artwork. The theoretical component of the work must stand in a dialogical relationship with the production component. 
In the latter, the author analyses his/her own artistic work and/or produces new information about the subject in another 
form. The theoretical part of the study is not expected to meet formal academic requirements: it can be done in a more 
experimental and free way (Kaila 2008:116).

viii. An explanation for this time frame is that in 1997 he obtained the right pursue Doctoral studies at the Academy of Fine 
Arts, and in 2002 he mounted a large exhibition in the Kunsthalle, Helsinki, where most of these works were on display 
(Fig. 2).

ix. The translation for the quotation is my own.

x. In his words: “I first made art and after that, separately, stuffed my research-orientated self-reflection onto the covers of 
the book” (Mäki 2005:11, translation my own).

xi. At the Sibelius Academy, the Finnish Academy of Music, a Doctoral degree has been available since 1982 (Ahlbäck et al 
2009:14). It can be taken in the Arts, Research or Development Study programme. In the Arts programme, the emphasis 
is on independent artistic work. At the Sibelius Academy, the Doctoral project can include, for example, public concerts. 
In the latter case, the requirement is five such concerts. Together, the concerts must form a coherent artistic unit. The 
written part of the study is required to, with the artistic part, form a congruent unit that supports the student’s artistic 
development. The full instructions concerning Doctoral studies in the Sibelius Academy are available on their website 
(Study content and structure - art study programme 2010).

xii. At the Aalto University School of Art and Design, a Doctoral degree has been available since 1983. The opportunity to use 
artistic creation or create products as part of the dissertation began in 1992 (Ryynänen 1999:13). This means that part of 
the dissertation can take the form of art or design production. The written component of the study is expected to meet 
academic requirements: all the studies undergo a scientific evaluation process. The full instructions concerning Doctoral 
studies at the University of Art and Design Helsinki are available at the Aalto University website (Study guide for Doctoral 
students. Degree requirements). 


