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Abstract 

 

Design and the Qualities of Craft 

 

Lindsey L. Culpepper, MFA 

The University of Texas at Austin, 2012 

 

Supervisor:  Kate Catterall 

 

During my research, I’ve studied craft through various lenses as a way to explore 

the realm of meaningful experiences within material culture. It is through an 

understanding of materials and process, through craft, that we may appreciate the value 

and impact of our material culture. By considering both the object and the systems it 

exists in, I have clarified my understanding of sustainable material culture. My 

explorations with reuse materials culminate in utilizing standardized, industrially 

manufactured parts, which can be found in multiples, to facilitate small batch production 

of crafted items. These explorations are not about the singular crafted object, but multiple 

crafted products. Craft, unlike conventional industrial design, accommodates a 

conversation between material, maker and methods. An understanding of both practical 

conventions and experimental methods paired with an appreciation for materials and 

technique, craft is the foundation for thoughtful making. The convergence of design and 

craft is rich territory for developing sensible and purposeful objects that are truthful and 

valuable.  
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 1  

 

Introduction 

 

Carl Jung once suggested that one of the roles of religion is to shield us from the 
religious experience. Similarly, we could argue that one of the roles of industrial 
design, together with manufacturing industry, is to shield us from a meaningful 
experience of material culture.  —Stuart Walker 

 

A meaningful experience with material culture involves an understanding of how 

things work, how things are made and can be repaired, and an appreciation for the 

resources and the effort that facilitate its creation. Unfortunately, our current system of 

production prizes quantity over quality, operates within increasingly mysterious networks 

and produces a multitude of cheap things that conceal tremendous hidden costs. Our 

increasing environmental and social problems, from waste management to endless war, 

are a direct result of our culture of rampant consumption. Tony Fry, design philosopher 

uses the term “defuturing” to describe our current self-destructive economic paradigm 

and has legitimized the sacrifice of the future for the wants of people who are, or aspire to 

be, affluent (Fry 2010, 22). Industrial design is often incongruous to the ideals of 

sustainability and is implicit in this defuturing. Industrial design results in mass-produced 

products, often with an intentionally short life span, for mass markets, whereas 

sustainable approaches tend to place far greater emphasis on smaller, local-scale 

initiatives and product endurance (Walker, 35).   

Fortunately, smaller, local-scale initiatives producing well-made products are 

increasingly popular. This emerging condition is both a reaction to the culture of 
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unsustainability and a manifestation of personal and community empowerment, and is 

precipitated by a greater distribution of technology and tools for making.  

A notable proponent of the DIY movement as a counter-consumerist action is 

industrial designer Enzo Mari. Mari’s Autoprogettazione project from 1974 attempted to 

defy the manufacturer-retailer hierarchy by connecting to consumers through a series of 

blueprints, provided through the mail for the cost of postage, that could be used to create 

simple pine plank furniture (McGuirk 2009, 47–48). And the more recent rise of public 

workshops, Maker fairs, and experimentation with digital fabrication technology 

demonstrates how people are increasingly interested in the process of making for the sake 

of it. 

While websites like ETSY and Fab promote independent makers to a global 

marketplace, microfinance sites like Kickstarter provide a funding platform for 

independent creative projects. These sites represent an evolution in the way products are 

financed and distributed; their success proves that consumers are supportive of this 

burgeoning movement. Distributed networks of makers are creating virtual communities, 

collaboratively developing projects and changing the process of designing everything 

from farm equipment to jewelry through open-source collaboration. This emerging 

participatory approach to design challenges the hierarchy of the design profession and its 

relationship to the people who make, sell and use what is produced and, indeed, blurs the 

line between the amateur and professional designer (Atkinson 2011, 26–31). 

While the networked society supports a global audience for independent creative 

projects, maker communities also play a vital role within thriving cities. The current trend 

toward localization, as evidenced by various artisan economies, represents possible 

solutions to the challenge of buying and making in more socially and environmentally 

conscious ways (Heying 2011). An artisan economy stands in stark contrast to the 
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modern economy and demonstrates the integration of “the work of the hands, head and 

heart” (Heying 2011, 40). 

During my research, I’ve studied craft through various lenses as a way to explore 

the realm of meaningful experiences with material culture. It is through an understanding 

of materials and process, through craft, that we may appreciate the value and the impacts 

of our material culture. By considering both the object and the systems it exists within, 

my research has clarified my understanding of sustainable design.  
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Chapter 1: Explorations of Craft in Various Contexts 

There is an increasingly blurred distinction between craft and design, so I will 

begin by anchoring my thoughts about both. In his somewhat traditional view of the 

designer, contemporary art and craft theorist Howard Risatti suggests that the goal of 

design is the production of multiples developed specifically for the production 

capabilities of the machine. Additionally, Risatti suggests that because designers tend to 

design for that which can be communicated through representation to the maker and for 

machine-ability, they tend to lose touch with materials and the techniques of fabrication 

(Risatti 2007, 176–77).  

Though I agree that design is, in part, precipitated by the context of production, 

this does not preclude the quality of craft. As defined by Tony Fry, craft is a “return to 

making and doing things well with any technology in which skill can be expressed. 

Additionally, making of and by craft is often in direct opposition to the existing economic 

paradigm and promotes a quality-based economy, with a reduced standard of living by 

current measures, but with a higher quality of life” (Fry 2010, 139–40). 

Through practical and theoretical explorations, I’ve considered the value of 

materials, practiced traditional and digital techniques to manipulate materials, and 

deliberated both current and potential systems the discipline of design impacts and exists 

within. Through my research, I have come to understand that craft is a sum of 

thoughtfulness invested in the creation of an object and can be described by the following 

qualities: modification, intention and permanence. Modification describes the 

manipulation of materials according to alteration, customization, and personalization. 

Intention indicates the skill of the maker, revealing preparation, organization and 
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precision. Permanence suggests the perceived durability and longevity of the object itself, 

or in relation to the surrounding environment.  

 

PROJECT: ITERATIVE CASTING 

Iterative casting was a semester-long inquiry into the iterative process and the 

materials glass and plaster. Though the end goal was to cast glass successfully by 

understanding the qualities of the material, the process included studies in vacuum 

forming, plaster mold-making and form development through the iterative process. 

Through the process of casting iteratively, I learned to make molds and castings but also 

refined my ability to transform an ephemeral moment of inspiration into a cohesive series 

of progressions. 

Though this was a highly intensive manual process, it was an in-depth exploration 

of iteration as well. Through practice, the meaning of learning through making was 

clarified, as well as the value of reframing process as a generative device in the 

development of designed objects.  

Through this investigative approach to the slow process of casting in glass, I’ve 

developed an appreciation for what I formerly considered imperfection: the voice of the 

material in reaction to the processes applied to it. Not only has this enhanced my 

approach to material exploration, it has enriched my process of form development as 

well. As casting is about producing multiplies, the process of iteration creates 

opportunities to explore subtle characteristics that may differentiate each piece. More 

meaningful artifacts emerge by acknowledging the conversation between the process, the 

material and the product.  
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Figure 1:     Iterative Casting: Glass blocks. 

 

PROJECT: A CONTEMPORARY BLANKET CHEST 

Through several small projects, I learned the processes of selecting and milling 

wood and practiced joinery techniques. This practical research involved a cumulative 

understanding of wood, joinery and woodworking processes; this exploration resulted in 

the creation of a Pecan blanket chest. The blanket chest was developed as both a storage 

chest a bench for sitting. The concept emerged by studying a variety of traditional and 

mid-century trunks and chests.  

Though I’ve become a more proficient woodworker through this process, in many 

ways the final piece was a failure. As furniture is structural, it is necessary to build with 

appropriate joinery. There is a lengthy history of craftsmen who have tested the limits of 

woodworking; this history illuminates traditions and standards for working with wood 

correctly. Because I did not appreciate this history, the building of the blanket chest was 
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executed incorrectly. The project remains incomplete and the mitered corners require 

substantial reinforcement to support the functionality of the piece. From this experience, I 

understand the limitations of the miter joint and I will never again use it in this manner. 

I realize that woodworking requires, first, an appreciation for the precedents that 

have been vetted over time. In woodworking, the old adage rings true: you must first 

know the rules in order to break them effectively. Additionally, I realize that, unless 

optimized for batch production, the process of woodworking results in very singular 

objects. 

 

PROJECT: MATERIAL TEXAS 

Material Texas was a project about discovering the origins, networks, and impacts 

of regionally available materials, as well as defining a method for material exploration 

and experimentation. As sustainability is increasingly important, an understanding of a 

material’s lifecycle is also increasingly important. 

A precedent for this project was the work of Dutch designer Christien 

Meindertsma published the book Pig 05049, in which she documented all the uses for 

materials derived from a single pig. Through this simple presentation of pig-related 

products, Meindertsma unveils the complexity of industrial products and encourages a 

greater awareness of the raw materials that create our built environment. In another 

project focusing on the significance of materials, Bamboo Bike Studio exemplifies the 

possibilities for pro-active, entrepreneurial and material-centric production by using 

locally sourced, renewable bamboo to create bike frames. By locating and describing the 

origin of materials and the creation cycle of designed objects, materials gain importance, 
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production methods become illuminated and the network of production becomes more 

understandable. 

This project began with a survey of both historical industries in Texas and current 

regional resources. Because Texas is one of the nations leading agricultural producers, 

there are numerous networks in place to support the many plant and animal products that 

originate here. Prior to WWII, Texas was a leading producer and processor of cotton, 

wool and mohair. Though Texas still leads in the production of these fibers, cotton 

remains the only one processed here on an industrial scale (Carlson). However, I 

discovered that niche fiber arts communities continue to produce and process specialty 

fibers in small facilities, representing modern cottage industries. As part of this 

community, alpaca ranches have become more common in Texas. By researching a 

small-scale and finite material resource like alpaca, I was able to develop a broad 

understanding of the networks in place related to this material.  

Additionally, I sourced several batts of alpaca fiber from a small ranch (fifty 

alpaca) in the Texas Hill Country. Through needle-felting and wet-felting, I began 

working toward an understanding of the material qualities of alpaca fiber. From these 

studies, I learned that though the fibers are strong, hand-worked alpaca felt is irregular 

and delicate. 

This exploration of material networks and modes for experimentation highlight 

the value of materials within the design process and provides a way to connect design 

concepts to a place. A consideration of locality during the design process facilitates a 

greater awareness of labor and waste involved in production, promotes more 

accountability regarding social, environmental and economic issues and nurtures resilient 

communities (Heying 2010, 50–53). By utilizing a region-specific material, it is possible 

to connect objects to place, resulting in more thoughtful objects.  
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From this practical research with alpaca fiber, I realized the difference between 

direct and indirect material experimentation. The former is a results-driven approach to 

achieve a preconceived concept or application; the latter is more about allowing the 

material to guide the process toward the end result. Additionally, I gained a greater 

understanding of how local systems and materials can support a more sustainable design 

practice. 

 

 

Figure 3:     Material Texas: Alpaca material studies. 

 

PROJECT: MSPIXEL 

As craft is method of skilled fabrication utilizing both digital and analogue tools 

and DIY is a strategy for self-reliance and creativity enabling a greater comprehension of 

material culture, I became interested in developing a business model that could combine 

the field of digital fabrication with an educational facility for girls. Developed to address 



 10  

the issue of a lack of diversity and gender-disparity in the science and technology fields, 

MsPixel is a social enterprise concept that uses digital craft to cultivate in girls an interest 

in technology. Partially inspired by the business models of Coopa-Roca and 3rd Ward, 

MsPixel is a venture plan for an economically sustainable public workshop and 

educational facility that teaches digital craft and technology tools to socioeconomically 

disadvantaged teen girls. MsPixel would function as an after-school program facilitating 

computer literacy skills in order to create projects like jewelry, games and house wares. 

As John Maeda suggests, the future of innovation is dependent on humanizing 

technology by integrating art and design into Science, Technology, Engineering and 

Mathematics curriculum (Lamont 2010). Also, at-risk youth who are heavily involved in 

art and cultural activities tend to perform better in school and are more likely to attend 

college (Jacobs 2010). MsPixel promotes digital craft and the opportunity for creativity to 

generate an interest in technology, which, in turn, opens the door to greater academic 

success.  

In developing this concept, I became familiar with the tools and strategies 

entrepreneurs utilize in the creation of business plans. By using formulaic strategy tools, 

like the logic model, the 5 P’s of marketing, competitive matrix and financial modeling, I 

was able to define a need, a solution and an impact that supports the value of a craft-

based enterprise. Through this process, I also acquired an understanding of nonprofit, for 

profit and hybrid business models and potential funding opportunities. This 

understanding of nonprofits and social entrepreneurship as alternatives to traditional 

business models has expanded my understanding of how design can play a greater role in 

addressing existing social and cultural issues.  
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Figure 4:     MsPixel: Logo. 

 

PROJECT: PARTS FOR SYSTEMS 

This project focuses on themes of modularity, digital making and open-source 

objects. Modularity describes systems that are constructed from subsystems and describes 

the degree to which these components of the system may be separated and reconfigured. 

Though most often associated with software, open-source offers a model for 

decentralized development of objects, too. Digital fabrication arises with the availability 

of tools such as CNC machines, 3D printers and laser cutters; they represent the 

miniaturization of manufacturing tools once only found in factories. This increasing 

availability of personal fabrication equipment facilitates the production of locally 

developed solutions to meet local needs (Gershenfeld 2005). 

One example of this emerging model for production is Unto This Last, a furniture 

design and manufacturing company in London that utilizes CNC routers to expedite craft 
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production, resulting in affordable, locally made and sold, custom furniture. Although 

Unto This Last currently serves a large and savvy London clientele, the model serves as 

an example for future sustainable businesses that could potentially tap into the global 

market through the internet and organize a distributed network of local production sites 

(Bunnell and Marshall 2010, 105–14).  

Considering further examples of distributed production, Open Structures explores 

the possibility of a collaborative and modular construction model. The system is valuable 

because it does not define the final object, rather it allows users to imagine what the 

system can become. Components of the system may be uploaded or downloaded enable 

sharing and encourage users to enhance and expand the system.  Because the blueprints 

of the system are free, adaptable and shared by users, Open Structures is a model for 

open-source modular development and distributed production (Lommee 2012).  

Parts for Systems provided me the opportunity to work with a CNC router in the 

creation of flexible furniture. The resulting concept is a ready-to-assemble CNC-cut table 

system that offers varied functionality depending on the components used to construct it. 

The table system has a surface and four types of legs that are interchangeable. Depending 

on the configuration, the table could function as a dining table, a desk or a storage unit. 

Though this was a small project, Parts for Systems was a way for me to begin exploration 

of object-systems and flexibility, while considering the implications for open-source 

development.  
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Chapter 2: Craft within Constraint 

When considering the “Reduce, Reuse and Recycle” mantra surrounding 

sustainable consumer culture, I consider reuse a particularly inviting topic as it 

encourages creativity and material awareness. In addition, repurposing objects at the end 

of their lifecycle takes advantage of the embodied energy within the object, reduces the 

energy involved in disposal or recycling and prevents or delays disposal in landfills. 

There are several moments in a product life cycle when intervention can extend 

usefulness. As described in the diagram below, the material of an object may be recycled, 

a material can be repurposed and objects can be repurposed or redistributed.  

As Jane Fulton Suri describes, people have become disenchanted by the variety of 

short-lived, disposable, single-purpose, or single-use items. She suggests inspiration for 

developing more enduring solutions can be found in examples of vernacular adaptation 

and reuse (Suri 2005). DIY interventions describe how people have adapted their 

environment to meet their changing needs over time. Created within constraints related to 

time, money and materials, makeshift objects are manifestations of creativity and 

resourcefulness.  

Documentation of such resourcefulness, through an analysis of vernacular 

adaptation and reuse found on the exterior of homes and businesses in a rapidly 

gentrifying East Austin neighborhood, led to a more critical understanding of craft and 

the relationship between DIY and professional design. As described by Levi-Strauss, the 

‘bricoleur’ is one who is working with finite tools and materials to construct an 

assemblage within the context of that which is readily available, as opposed to the 

‘engineer’ who develops tools and materials in more boundless fashion, limited only to 
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his imagination and capability rather than a specific context (Levi-Strauss 1968, 16–19). 

Perhaps, taking cues from vernacular adaptation and from the bricoleur, designers will 

conceive of more appropriate products within the context of our diminishing resources.  

Makeshift solutions serve as inspiration for a new mode of economical material 

usage. Within the design process, the implementation of constraints acts as a common 

boundary between design practices and vernacular methods. By incorporating this 

resourcefulness into my own design practice, I can source materials cheaply, anywhere. 

Additionally, craft within the constraint of available materials often results in unexpected 

or experimental form.   

Reuse is about local production that utilizes local materials found in urban 

environments. My explorations in reuse culminate in utilizing standardized, industrially 

manufactured parts, which can be found in multiples, to facilitate small batch production 

of crafted items. These explorations are not about the singular crafted object, but multiple 

crafted products. Designed reuse is situated somewhere between the hard numbers of 

lifecycle analysis and the dreamy world of desirable objects.  

 

PROJECT: TYPOLOGY OF REUSE 

With political, economic and environmental implications, the process of reuse has 

been employed by a variety of makers. As a critique of consumerism and in response to 

environmental concerns, there is a strong history, especially within the last twenty years, 

of designers repurposing a variety of objects and materials. These reuse objects often 

result in polemical objects or art objects not intended for mass-production; Boym 

Partners, Droog and Estudio Campana are among the most well known industrial 

designers who employ reuse as a strategy for experimental design. The Boym Partners 
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rescue the remnants American consumer culture by scouring thrift stores and hardware 

emporiums for undervalued materials to highlight. Salvation Ceramics, a project that was 

manufactured in limited editions by production company Moooi, is a Boym project that 

repurposes discarded dishes into a clever series of irregular assemblages (Skov 2008, 86–

94). 

Strategies for incorporating reuse begin to emerge by considering how designers 

have approached reuse in the creation of new, desirable objects. By categorizing various 

reuse objects, I was able to specify three types of reuse. While these types are not finite 

and may be situated on a continuum, I hypothesize that all instances of reuse display 

characteristics of the following types and lie within this continuum. The results vary 

depending on the focus of reuse and the affordances of the object or material to be 

reused. With this categorization and strategic framework, I have clarified potential 

strategies for employing reuse materials. 

 
Type 1, Object Prosthetic 

A prosthesis can be defined as an artificial device to replace or augment a missing or 

impaired part of the body. If we consider how this concept may relate to objects, 

an object prosthetic repairs or extends the original function of an existing object. 

An excellent example of this concept is the Reanim series by 5.5 Designers, in 

which a series of components (including attachable seat and leg) were designed to 

repair broken furniture.  

Type 2, Object Adaptation 

The object adaptation is created by repurposing material or functional affordances of a 

particular object in the creation of another. Though the actual object being 

adapted doesn’t change much, the way it is used is altered. For example, Peter van 
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der Jagt’s Bottoms Up Doorbell utilizes the unique aural affordance of crystal 

wine glasses, in making pretty sound, as an alert signal for visitors. 

Type 3, Material Adaptation 

A material adaptation is to recontextualize or reappropriate material from one object in 

the creation of another. The material adaptation exploits the qualities of the 

material rather than the functionality of the object and results in a new object. 

Sarah Turner’s Cola 10 lamp exemplifies this type, as it highlights the material 

qualities of soda bottles while removing the material from the original function. 

 

 

 

Figure 6:     Typology of Reuse: l-r, Reanim, Bottom’s Up, Cola 10. 
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PROJECT: TUBULAR!  

I was interested in an intentional approach to the practice of reuse that could be 

replicated easily. This project was, in part, developed for a local nonprofit that teaches 

sustainability curriculum within local high schools. They were interested in a project that 

could teach material awareness and the potential for reuse to high school students. I 

began this process by considering the realm of hobbyist crafters and the variety of how-to 

projects that exist on sites like Instructables and Craftzine. This audience can be 

described as ‘reactive’ DIY’ers who use templates, patterns and kits to assemble a series 

of predetermined components for personal pleasure (Atkinson 2006, 3). 

The first step involved reconsidering waste materials and identifying readily 

available materials to work with. I selected polyurethane bicycle tubes for this project 

because they are easily found, result from sustainable transit and are difficult to recycle. 

My goal was to create functional plant hangers that are simple enough to be replicated by 

the high school students who have few tools, little craft experience and a short timeframe.  

I initially used copper crimp tubes found at the hardware store to bind the bike 

tubes quickly, resulting in a simple, functional and aesthetically appealing hanger. The 

second iteration of this experiment involved creating a kit of parts to use in conjunction 

with the bike tubes. I made a series of Hydrocal gypsum cement castings that could be 

assembled in a variety of ways to create plant hangers. While each of these iterations 

promotes reuse, the latter describes how the designer can play a more active role in this 

process.  

As a result of this investigation, I realize the potential of waste-stream materials in 

the creation of tasteful reuse projects. Additionally, the consideration of DIY kits has 

been a generative and practical study in modularity and flexibility.  
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Figure 7:     Tubular!: Various details of two iterations. 
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PROJECT: STANDARD LAMPS 

What began as an interest in the materiality of glass, led to an exploration of 

standardized glass fixtures as interchangeable components for a reuse project. As these 

disused glass lamp fixtures, originally designed for ceiling fans, are readily available 

through resale shops, I was interested in extending their function in the creation of an 

object prosthetic. The project Jar Tops, by Jorre Van Ast, provided inspiration in creating 

a simple intervention for an ordinary object. Van Ast developed several new pieces that 

could extend the functionality of existing food packaging jars.  

Initially, I created a wooden box with a sliding lid that would encase the shade. 

Because the shade is a standard size, it is possible to repair or change the appearance of 

the object by switching with another shade of the same size. As this first attempt was 

more about the wooden box than the lampshade, my next iteration focused on giving 

more voice to the shade itself. By creating a simple CNC-cut component that would affix 

hardware to shade, the shade became the primary component of the lamp. Finally, I 

created a simplified 3D version of the component and printed it using SLS technology. 

With digital fabrication, the lamp becomes an easy to assemble kit of parts that can be 

replicated easily.  

 With this study, I embraced the standardization of industrially 

manufactured parts as a method for optimizing craft production. Described by Stuart 

Walker as an integration of scales, sustainable product design must utilize locally and 

regionally produced parts from regional materials in combination with mass-produced 

parts (Walker 2006, 93). With Standard Lamps, I developed a strategy for moving 

forward with reuse materials. 
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Figure 8:     Standard Lamps: From old to new. 
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Figure 9:     Task Chair Evolve: From chair base to strange furniture. 
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PROJECT: TASK CHAIR EVOLVE 

My most recent exploration of reuse combines themes from many of my previous 

projects. Beginning this project, I set out to identify undervalued objects that could be 

enhanced through craft and that could be found in multiples. Focusing on used office 

furniture resale networks provided constraint and direction for this project. I quickly 

found that task chairs share similar components and are often easier to replace than to 

repair. Though the common five-point caster base may vary across brands, the center 

column is generally a standard diameter to accommodate third-party pneumatic lift 

devices.  While many office furniture resale businesses repair and refurbish furniture, this 

lift mechanism is one of the most expensive to replace. When the lift is broken, the chairs 

are often disassembled and recycled. I saw an opportunity to repurpose these bases rather 

than recycle them.  

By finding a local used office furniture reseller, I’ve identified an existing 

network from which to source a steady stream of comparable materials. Though this 

reseller repairs furniture and modular systems when possible, in the last three years they 

recycled 42,000 pounds of copper and aluminum and over one million pounds of steel. 

These waste-stream materials offer a source for reuse items and may function as a local 

and low-impact material source. From a large pile of chairless rolling bases, I was given 

several five-legged metal bases with removable plastic casters. 

In studying the evolution of the office chair, I discovered it has evolved through 

four key phases: the initial archetype and movement capability, industrial manufacturing, 

ergonomic advancements and finally, the consideration of sustainability (Olivares 2011, 

25). With greater consideration of non-toxic materials, low-impact manufacturing 

processes, disassembly and recycling we are moving toward more sustainable office 

furniture. While several US furniture manufacturers have designed relatively benign task 
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chairs, it is the systems for distribution, take-back and recycling that require further 

development to actually close the loop (Hall 2007). In 2009, the EPA reported that 

furniture accounted for approximately 9.8 million tons of municipal waste (EPA 2009). 

With this in mind, I began to explore potential adaptations for these chair bases. 

Although this project is a singular experiment for reusing office chair bases, 

imagining how this type of project relates to the system of resale expands the scope 

considerably. In this project, two parallel concepts emerge: the object and the system. 

The design and development of a mobile and modular product line, based on reuse of 

office furniture, may conceivably translate to a sustainable, batch-production 

manufacturing model. Considering the case study of the Trannon line, sustainable 

furniture design must utilize low embodied-energy material, should allow for efficiency-

oriented production methods, should be designed with minimal hardware for durability 

and should make sense economically (Tam 2010, 276-87). 

The main affordances of the bases—stability and mobility—guided my ideation 

process. The resulting object adaptation concepts utilize both the stability and the 

mobility of the bases in the creation of either surfaces or posts. The surfaces could form 

tables, stools or storage bins and are supported by two bases joined at the center columns 

with an intermediary double-tenon component. The posts could form a variety of racks or 

vertical shelves and are created by an extended single-tenon dowel inserted in the center 

column on the base. Combining various bases with custom wood components creates a 

sense of cohesion for the set. Replacing the plastic casters with US sourced brass casters 

adds value by increasing the perceived durability and longevity of the set. Because these 

are mobile and somewhat flexible furniture concepts, they would be ideal for flexible 

live/work scenarios. 
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Currently, office furniture resale and re-manufacturing is a growing trend and 

occasionally functions as a social enterprise by incorporating job-training programs. 

GreenWorks UK is a non-profit social enterprise that collects unwanted office and 

refurbishes to promote reuse. While reducing landfill and the need for recycling, 

GreenWorks also functions as a training and employment placement organization for 

disadvantaged youth. Task Chair Evolve is a concept for boutique re-manufacturing of 

office furniture that is feasible and innovative, offers a valuable application for craft 

production, incorporates local networks and is scalable to any city that has office 

furniture resellers.  

Task Chair Evolve describes a plausible application for the variety of themes I’ve 

been researching: local materials, craft production, reuse, social entrepreneurship and 

digital manufacturing. Though the initial prototype was fairly time consuming, the jigs I 

created for the set would expedite the creation of multiples. I realize that coordination of 

systems design concepts requires contributions from a network of people, which is often 

difficult to achieve. Perhaps, the best way to develop this type of project is incrementally; 

demonstrating the concept individually would likely garner more interest than attempting 

to organize the system of stakeholders from the outset.  
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Conclusion 

Explorations of processes and materials have expanded my understanding of craft 

and the potential it has to reconcile our problematic relationship with material culture. 

Craft, unlike conventional industrial design, accommodates a conversation between 

material, maker and methods. As an understanding of both practical conventions and 

experimental methods paired with an appreciation for materials and technique, craft is the 

foundation for thoughtful making. The convergence of design and craft is rich territory 

for developing sensible and purposeful objects that are truthful and valuable.  

Reuse and appropriation of existing materials and standardized objects creates 

constraints for thoughtful design. . By accepting ordinary constraints as inspirational, the 

process of design and the resulting objects become more sustainable. As we learn more 

about the negative impacts of global industrial production, it is appropriate to reconsider 

both material and making, in relation to geography. By reframing my relationship with 

materials in this manner, I have developed a more conscientious approach to design. 

By considering both the object and the system during the design process, more 

appropriate product concepts emerge. As I explored a variety of themes in my research, 

there are several opportunities for further development and implementation. Through my 

research, I have developed a method for working and producing that is generative and in 

alignment with my values.  
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