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ABSTRACT
My doctoral research through creative production takes a Design Anthropology
approach to examine the person-object relationship typical of artefacts with long-term
or intergenerational attachment and special significance. I then speculate on the
implications of these findings with the goal of designing enduring new built environment
artefacts, surfaces, and furniture. The exegesis explores the context of this enquiry within
design theory and practice and its significance, given the environmental impact of high
levels of premature disposal and ‘fast’ consumption.
I synthesise consumer behaviour and anthropological studies on enduring person-object
relationships and incorporate findings from my own interviews and survey study. This
underpins my speculation on how an enduring person-object relationship can be
encouraged through the design of ‘enduring artefacts’ within an Enduring Design
framework and through practice exemplars.
I examine notions of the emotionally enduring by adopting a design anthropology
perspective of the person-object relationship and object attachment theory and discuss
this in the context of design discourse and design practice. Through this research I
propose two new rituals; ‘custodial priming’ and ‘curatorial reframing’, not previously
conceptualised as part of the reappropriation of goods. Design discourse focuses only on
reappropriation in terms of instrumental function, or physical form as seen in the rituals
of divestment and transformation. It rarely addresses the emotional and psychological
process of reappropriation that is revealed through a Design Anthropology perspective.
The exploration of the recovery, priming and reframing rituals, informs the twelve
constituent parts of the Enduring Design Framework to encourage (re)appropriation
and the emotional and psychological intergenerational transfer of goods for artefact
endurance.
The Enduring Design Framework emerges from literature reviews, survey and interview
data, and the process and outcomes of creative practice. The creative works explore
theoretical notions, test the findings and propose real-life solutions. This research builds
upon and expands my existing practice in enduring design that can be reflexively
critiqued through the Enduring Design framework.
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Through the discussion of the Enduring Design Framework I also discuss contemporary
design precedents for each of the twelve components enabling me to contextualise my
creative work within the area of enduring design.
Additionally, I contribute to a post-phenomenological approach to design critique by
revealing that the prevailing object-analysis approach by design theorists and design
practitioners misses a crucial quality of enduring artefacts that I have termed their
evidential function. Typically, artefact function is discussed in terms of instrumental and
product language (semiotic and symbolic visual appearance) and more recently, through
the work of Peter-Paul Verbeek, a philosopher of technology, the mediatory role of
artefacts. I argue the need for a new category, the evidential function, to make known this
particular phenomenon of enduring artefacts, thus far not addressed within design
discourse.
The creative practice informed, and was informed by, the Enduring Design Framework
through an exploration and execution of works from highly bespoke and personal, to
large community architectural scaled artefacts and low-cost furniture specifically;
a. Two, one-off bespoke domestic artefacts
b. Two lower cost, production-based modular sets of artefacts, and
c. Three ‘public heirlooms’ for communities, thereby trialling the applicability and
interpretation of Enduring Design through larger scale architectural works with a
wider audience.
These creative works contribute to the evolution in my own practice, including
developing new skills and approaches, reflexive critique of my creative practice and
outcomes, and offering propositions of how a contemporary design practitioner may
design for the emotional and psychological endurance of built environment artefacts.
This research contributes to debates on positive consumption, sustainable design,
obsolescence, and enduring design for the built environment disciplines. Its significance
lies in the issues and design considerations of reducing premature disposal of built
environment artefacts and thereby addressing waste and environmental concerns. The
process contributes to my new creative practice direction, including the capacity of
surface to communicate greater meaning, new ways of understanding an artefact,
including its purpose as evidence, and ways to encourage custodianship practices. The
combination of practice and theory has resulted in a framework for use by design
practitioners and theorists interested in designing emotionally enduring built
environment artefacts.
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CHAPTER 1

INTRODUCTION

[T]he creation of product durability, a long-lasting solution to our throwaway
culture, emerges as an absolutely vital element in the pursuit of sustainability.
— (Jackson, 2010, xvii)
My doctoral research through creative production takes a Design Anthropology
approach to propose a design framework for private and community-based enduring
built environment artefacts. My research questions are addressed in two languages
(Milech and Schilo 2004); discourse analysis and creative practice, through Action
Research cycles. This results in an exhibition of propositional private and public artefacts
and an exegesis. Aligned with contemporary approaches to creative production research,
I follow the praxis-exegesis model as a helical interdependent process of description,
analysis, synthesis and reflection of practice and text (exegesis), and the creative
exploration of alternative possibilities (Duxbury, Grierson, and Waite 2008; Gray and
Malins 2004; Marshall 2010; Milech and Schilo 2004).
Design Anthropology ‘shift(s) the focus from anthropological description to action’
(Gunn, Otto and Smith 2013, xiv) by combining ‘contextualization and interpretation into
the tasks of design, emphasizing the generative role of theory in developing design
concepts and critically examining existing, often implicit conceptual frameworks’ (Otto
and Smith 2013, 4). I align with this view that Design Anthropology’s valuable role is
learning from the past to ‘develop… tools and practices of collaborative future making…
to create contextual knowledge and to develop specific solutions’ (Otto and Smith 2013,
3). This approach also resists design de-futuring (Fry 2011), carries out design
proposals, and potentially transforms future relationships to objects, and thereby,
behaviour (Gatt and Ingold 2013; Otto and Smith 2013, 13; Verbeek 2005).
There is a strong recent tradition of collaboration between designers and
anthropologists in the fields of technology and system design. However, my research
contributes to the design of everyday built environment artefacts, and the emotional and
psychological endurance of home possessions and integrated public art (architectural
elements), thus entering less explored areas.
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I take Thorpe’s (2010) and Graeber’s perspective that design research should reflect on
wider Environmentally Sustainable Design (ESD) and social views; what Thorpe terms
“cathedral thinking.” My research focuses on “what is ultimately good, proper, or
desirable in human life” (Graeber 2001, 2) in lieu of an economic view. It is located in
Western contemporary consumer culture.
Primarily focused on the social and environmental benefits of emotionally enduring
artefacts, the framework developed through this thesis considers human needs, rather
than desires, by applying the lens of Maslow’s Hierarchy of Needs (1943). The creative
production of emotionally enduring artefacts is also considered commercially through
‘real-life’ budget and time-frame scenarios as part of this research, to ensure applicability
of the theory.
Physical and emotional endurance
Some contemporary product and furniture design theorists investigate objects of
emotional endurance and longer-lasting properties as part of a wider ESD strategy,
commonly termed ‘enduring’ (Chapman 2005; Cooper 2010a; Fuad-Luke 2009; McKoy
2004; Walker 2006b; 2011b) or ‘product life extension’ (Bakker, den Hollander, van
Hinte, and Zijlstra 2014; Linton and Jayaraman 2005). Developing a notion of enduring
design raises the question: how long is enduring? My research is limited to the emotional
endurance of artefacts suited to intergenerational use and reappropriation; that is to
make another’s artefact, one’s own. I examine how artefacts emotional endurance can
match their physical endurance, rather than examining physical endurance in isolation.
My study achieves this via a person-object relationship focus through intergenerational
and heirloom objects which display emotional or psychological endurance, which
henceforth in this thesis are referred to as enduring. Artefacts exhibiting these longlasting qualities are often termed:
• special (Csikszentmihalyi and Rochberg-Halton 1981)
• beloved (Lastovicka and Sirianni 2013; Sirianni and Lastovicka 2011)
• cherished (Curasi, Price and Arnould 2004; Tobin 1996)
• keepsakes (Curasi, Price and Arnould 2004)
• inalienable (Curasi, Price and Arnould 2004; Roster 2013; Weiner, 1992)
• and ‘attachment’ artefacts (Ball and Tasaki, 1992; Chapman 2005; Cherrier 2010;
Haws Naylor, Coulter, and O. Bearden 2012; Kleine and Baker 2004; Kleine, Kliene
III and Allen 1995; Knez 2005; Lobos and Babbitt 2013; Mugge, Schifferstein and
2

Schoormans 2010; Savaş 2003; Thomson, MacInnis and Park 2005; Wallendorf and
Arnould 1988).
Although differences exist between these terms, my motivation is to examine the
emotional longevity drivers in material culture1 and consumer behaviour research, and
how this can be translated into an Enduring Design Framework and explored in design
practice.
This project explicitly refers to longitudinal intergenerational engagement, which is not
possible to fully test during this research period. The focus is on speculative solutions
and longitudinal potentialities. To achieve this, I call on the body of research by material
culture and consumer behaviour theorists and interpret this for its application to
enduring design practice.
Disposal drivers
Historically, in recent centuries, consumers have sought new luxuries to emulate a higher
status consumer that in time becomes commonplace, and the cycle repeats (Campbell
1987; Csikszentmihalyi and Rochberg-Halton 1981). Commencing as early as the 1800s,
these slight shifts have now exponentially built up to a point, in the early twenty-first
century, where current day furniture catalogues and magazines regularly market
durable household furniture as ‘seasonal’ and thereby encourage aesthetic obsolescence
(see Appendix E).
Design practice and industry has fed this consumption and production cycle (Cooper
2010b; Shove, Watson, Hand, and Ingram 2007; Sparke 1983), by developing built-in
obsolescence of desirability, function and the technological (Packard 1961; Slade 2007).
'Featuritis', that is constantly adding functions that appear more convenient or better
(Norman 2010, 41), and aesthetic choices such as irreparable or delicate surfaces
(Garvey 2013; Walker 2006b, 87) are some examples of this. This is further discussed in
Section 2.1.
When viewing Western design of the built environment through a sustainability lens, the
discourse has resulted in a proliferation of policies and approaches worldwide. These
include but are not limited to; design for environment, life cycle thinking, life cycle
Material studies focuses upon artefacts “their properties and the materials that they are made
of and the ways in which these… are central to an understanding of culture and social relations…
culture and society are seen as being created and reproduced by the ways in which people make,
design, and interact with objects.” (Woodward, 2013 paragraph 1)
1
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analysis, leadership in energy and environmental design, cradle-to-cradle, carbon
footprint analysis, circular design, and green star ratings. Industry’s response to
environmental issues has largely focused on 'less damage' (Fuad-Luke 2009) and
symptom-based approaches (Chapman 2005) rather than understanding and directing
a real shift in consumption attitudes and emotion to material objects (Chapman and Gant
2007; Fry 2009, Fuad-Luke 2009; Verbeek 2005; van Hinte 2004).
While ESD policies exist, they rarely address emotional disconnection and disposal
practices, thus failing to address the whole problem. This failure to address consumption
practices is palpable in the ‘rebound effect,’ that is, when consumption increases overall
due to perceived environmental gains in other purchasing decisions such as energy
efficient design or lower carbon footprint (Fuad-Luke 2009, 49; van Hinte 1997, 63;
Verbeek 2004, 208). While material and production aspects of ESD have been extensively
debated and solutions proposed, discussion on shifting consumer behaviour toward
retaining artefacts or sustainable consumption is lacking in the design field. This is partly
responsible for the over-consumption phenomena and drives the need for this research.
Although particular past design movements or manifestos have contributed towards the
perceptions of ‘timeless’ or universal built environment artefacts that don’t stylistically
date (Schiermer 2016), it is evident from the sheer increase in consumption, production
and waste produced by the built environment and design industries, that in practice this
approach has been naïve. Section 2.2 explores the assumption within design discourse
that universal and ‘classic’ artefacts are necessarily enduring. I reflect upon the failure of
design practice and discourse to further explore the person-object relationship and how
a design anthropology approach can contribute to artefact endurance.
In section 2.3, I briefly explain how the enormous scope of design variation has
contributed to excessive consumption and dispossession, and thereby waste (Chapman
2005, 2010; Hebrok 2014; Walker 2006b; 2011a). This has led to a shift in the last two
decades, with designers and design theorists challenging aesthetic, technological and
functional obsolescence and how this has raised the need for behaviour changing
products (Acaroglu 2014; Chick and Micklethwaite 2011).
Several built environment design theorists argue strongly for sustainable consumption
to complement technical sustainability (materials and processes) in a holistic approach
to ESD (Chapman 2005; Fuad-Luke 2009; Manzini 1995; Thorpe 2010; Walker 2011b).
Stuart Walker calls for “transformational change and shift in thinking” (2014, 25);
Chapman advocates emotionally enduring design; Slow Design promotes slowing down
4

and reflecting upon consumption; and Fuad-Luke proposes a multi-pronged approach.
All agree that a more comprehensive solution is for designers to encourage more
sustainable consumption by consumers.
I demonstrate that a gap exists in this design discourse through analysing how the
person-object relationship of attachment, heirloom and enduring artefacts can be used
to inform a design approach. Just as design has encouraged throwaway attitudes through
the design of artefacts, designers can consider how to better satisfy longer-term needs,
and encourage consumers to care longer for their built environment artefacts. By
unpacking the long-term person-object relationship and reappropriation processes, a set
of twelve constituent enduring design approaches can inform an Enduring Design
Framework.
As Elena Pulcini (2010) argues, despite consumers’ knowledge of the environmental
consequences of overconsumption, people do not shift their consumption behaviour. She
raises the question of how to create behaviour change in individual consumption and its
impact on the well-being of the “other” in a globalised world, which has more concern
for accountability than care for others. She argues that an altruistic subject is often
presupposed, but without an emotional engagement, behaviour remains unchanged
(Ibid., 445-6).
I agree with Pulcini’s argument for a need to connect to the emotions to encourage
responsible behaviour. In Chapter 2, I argue why this is important in designing enduring
artefacts. As Manzini asserts, “caring for objects can be a way of caring for that larger
object that is our planet” (Manzini 1995, 239).
The theoretical perspective’s application to my creative practice
Buildings and habitable spaces are generally composed of four main components;
structures, services, surfaces (or linings), and objects (loose or fixed furniture). Surfaces
and furniture will be the limitation of my creative practice within this thesis, as these are
most often subjected to premature disposal, and are within my fields of professional
expertise — interior architecture and furniture design. Specifically, I will explore large
scale architectural surfaces and smaller scale domestic, loose furniture, for the following
reasons.
Firstly, furniture typically necessitates durable construction, and domestic functional
needs are relatively stable over decades and have high potential for enduring use. Yet
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increasingly, domestic furniture has been subject to marketing practices encouraging
‘seasonal’ replacement and yearly fads (Garvey 2013, 76). In previous centuries,
furniture was typically bequeathed inter-generationally. However, in recent times this
practice has fallen from favour because of significant economic, lifestyle and cultural
changes. With the rising interest in conscious and sustainable consumption, bequeathing
and reappropriation practices are ripe for revival, given the right set of design and
consumer circumstances. Furthermore, domestic furniture is used daily in private
spaces, and is not as suited to other sustainable consumption practices such as the
‘sharing economy’2 model.
Secondly, I explore built environment component ‘surfaces’ such as non-structural
cladding or linings, because these are increasingly prematurely disposed of, much like
furniture, due to perceived aesthetic obsolescence rather than performance failure.
Building surfaces also add a layer of complexity to this research project. I explore
emotional engagement with surfaces on a larger scale and for less accessible users than
is possible when designing domestic artefacts. Building surfaces are not typically
possessed or appropriated by users as is possible with furniture. Building elements are
less physically engaging or capable of being controlled. Thus, my research explores if and
how the findings from the person-object relationship can be applied to building surfaces
and elements.
The built environment works completed were commissioned through competitive
tender processes and explore the real-life applicability of my enduring design approach,
process and manufacturability. I designed soffit linings, balustrades, a glass façade, a
screen and an acoustic wall treatment within existing and new buildings, as enduring
artefacts. Thus, I explore creatively the theory and generate ideas not only through
practice, but with genuine time-lines, people, constraints and budget. This demonstrates
how designers can design, not for temporal needs, but for enduring person-object
relationships across a range of built environment components.

2 “[T]he sharing

economy enables a shift away from a culture where consumer's own assets (from
cars to drills), toward a culture where consumers share access to assets” (Martin 2016). The
shared economy is widely viewed as enabling a reduction in overall consumption. (Belk 2014;
Botsman and Rogers 2010; Martin 2016).
6

Research Questions
I seek to respond to the following research questions:
• What are the characteristics of the person-object relationship of enduring artefacts,
and how may this relationship inform a design framework?
• What is the potential impact of a design anthropology approach on designing
enduring built environment artefacts?
• Reflecting upon my personal practice, how has my personal design practice shifted
in relation to designing for endurance?

1.1

GENDERED PRACTICE

The Meaning of Things (Csikszentmihayli and Rochberg-Halton 1981) and other texts
(Dittmar 1991; Gregson and Crewe 2003; Wallendorf and Arnould 1988) identified that
distinct gender differences exist in object attachment. Females3 typically have a
disposition toward contemplation or relational attachment artefacts (Csikszentmihayli
and Rochberg-Halton 1981; Dittmar 1991, 167) and males typically have a disposition to
“self-oriented and activity” (Dittma 1991, 167) or ‘action objects’ (Csikszentmihalyi and
Rochberg-Halton 1981, 221). My twenty-year experience as a female designer and
consumer confirms this distinction.
Although the literature highlights significant overlap and commonalities, it also shows
that many male authors focus upon enduring artefacts with examples of action or
functional objects, whereas women authors focus more on artefacts that reflect
relationships, nurturing, or a kinship narrative.
Gregson and Crewe note that women are more likely than men to dispose of or bequeath
domestic household items to ‘deserving others’ (2003, 112). As a female researcher, I too
focus on solutions that encourage intergenerational bequeathment or passing on to
others, via the design of domestic artefacts that provoke contemplation. While I respect
masculine and feminine perspectives, the built environment is a male dominated design
area (Matthewson 2012; Navarro-Astor, Román-Onsalo, and Infante-Perea 2017, Stead
2014). Thus, the feminine perspective enables me to fill a research and practice gap.

This research retains the terminology of women, females, men and males as per the source
material.
3
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1.2

RESEARCH SCOPE

While influences upon artefact endurance are manifold, my limitation is on emotional
and psychological endurance, by combining material culture, human geography and with
future solutions through design practice contributes to the Design Anthropology field.
Material culture research also provides a deeper understanding of objects in use, in
terms of how artefacts mediate user practices over time, and how they may act as a ‘social
other’. Furthermore, human geographers Nicky Gregson and Louise Crewe examine
object agency and consumption over time through ownership exchange. Although some
design theorists do discuss the role of object narrative, few if any delve as deeply as
anthropologists or geographers, into the highly emotive and socially laden
understanding of the ‘inalienable’ or singularised artefact that is irreplaceable. As such,
my research examines material culture theory as it pertains to an artefact’s emotional
endurance, in order to build upon previous research, deliver new knowledge, and
interpret how a designer may encourage these experiences.
Included in the literature review is work by design theorists who examine object
endurance through the mainstream design perspective of an artefact’s practical or
instrumental functionality and its product language; that is signs, semiotics and its
formal-aesthetic function. I include a further post-phenomenological consideration into
this mix. Rosenberger and Verbeek describes how post-phenomenology takes relational
approach of phenomenology further by “reconceptualising the intentional relation… [by[
investigat[ing technological artefacts] fundamentally mediating character… [and the]
subject and object are constituted in their mediated relation" (2015, 12). This
perspective this enables me to better understand the role of artefacts in mediating
human activity, and identify the criteria associated with artefacts that are most
emotionally enduring. That is, how this mediated relationship makes an artefact an
heirloom, and the human a custodian.
Figure 1-1 unpacks each disciplinary lens through which to examine object longevity and
corresponding foci. The first disciplinary lens is commerce, which typically examines
how the sales, services and the systems of products that surround the artefact can extend
or reduce product life and impact the manufacture and design. Due to the extensive and
established knowledge in the commercial area,4 it is excluded from my research project.

For information on this topic see The Scenario of a Multi-local Society (Manzini 2007), ProductService Systems and Sustainability (Manzini and Vezzoli 2002), Sharing Economy (Heinrichs 2013)
4
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Theorists of design, the second disciplinary lens, typically examine object longevity from
the pervasive understanding that an artefact is predominantly analysed practically
through its instrumental functions, technically through its making and physical
longevity, and visually through product language, that is, interpreting meaning from
appearance (Verbeek 2005, 206). While contributions by Jonathon Chapman (2005;
2010) and Stuart Walker (2006b; 2010; 2011b; 2014), do begin to consider the
experiential and aspects of the social, my research demonstrates that it can be more
comprehensively explored.
It is the field of material culture (incorporating consumer behaviour) within
anthropology that gives the greatest insight into the experience of artefacts, particularly
change over time, and this process is crucial to my research. This approach generates
new knowledge and contributes to the theory and practice of designing enduring
artefacts. The interaction of design theory and practice with an anthropological lens
provides a symbiotic understanding of object longevity. The key theorists for this topic
in this discipline are noted in Figure 1-1.
The scope of this project excludes the ability to thoroughly examine behaviour change
processes. I create commercial, public and viable propositional objects that are able to
be lived with, rather than creating works to shock, or be critical, as the latter rarely
engenders change in everyday life.

1.3

RESEARCH GAP AND SIGNIFICANCE

Van Hinte states in Eternally Yours that “it is doubtful whether this ‘emotional bond’
makes much sense, since truly ‘emotional’ relationships between users and objects are
rarely and hardly subject to design” (van Hinte 2004, 79-81). My research directly
challenges this notion and explores this gap. I aim for design to move beyond just identity
or status to incorporate emotion. By viewing it as a post-acquisition phenomenon
occurring through user experience over time, I explore personal meaning and
custodianship of material, everyday built environment artefacts and what the enduring
person-object relationship entails.
Personal meaning5 is a growing research area within design theory and is acknowledged
as a gap in the development of sustainable and enduring design (Walker 2011b, 106). In

and Debating the Sharing Economy (Schor 2016).
5 Also used interchangeably with 'spiritual meaning' by Walker (2010, 95; 2014).
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ARTEFACT/ PRODUCT
DESIGN
CONSIDERATIONS

SALES, SERVICES AND
SYSTEMS
(Fuad-Luke 2010)

PRIORITIES OF
DESIGN THEORY

PRIORITIES OF
COMMERCE

TECHNICAL
physical endurance and
the making
(Fuad-Luke 2010)

Key theorists:
Fuad-Luke (2002;
2007; 2009; 2010)
Chapman (2005, 2010)
Manzini (1195; 2007)
Walker (2006a; 2006b;
2010; 2011a; 2011b;
2014)

PRACTICAL FUNCTION
Instrumentality
(Verbeek 2005)

VISUAL (PRODUCT
LANGUAGE) FUNCTION
Semiotic and formalaesthetic functions
(Verbeek, 2005)
EXPERIENTIAL FUNCTION
By-product of practical
function ‘technical mediation’
(Verbeek, 2005)

PRIORITIES OF
MATERIAL CULTURE
Key theorists:
Csikszentmihalyi &
Rochberg-Halton
(1981)
Belk (1985,1988; 1990;
1995; 1998; 2006; 2014)
Gregson & Crewe (2003)
Miller (2005; 2006; 2010)

Figure 1-1. Disciplinary-based analytical priorities of existing theory regarding
artefact/product design. Forlano, 2017.

an era of globalisation, de-materialised everyday practices, high material waste, and the
alienated individual, debates surround the effects of contemporary artefacts on personal
wellbeing. The ‘making’ of personal and public identity through artefact consumption is
most significantly explored; in people’s homes (Csikszentmihalyi and Rochberg-Halton
1981; Kleine, Kleine III, and Allen 1995; Miller 2010); across Western and non-Western
societies (Wallendorf and Arnould 1988); and mental states (Goffman 1969, Wallendorf
and Arnould 1988), signalling the broad implications for this study.
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Figure 1-2 explicates the positioning of a typical domestic artefact. Although domestic
heirlooms are commonly associated with significant places, people or events
(Csikszentmihalyi and Rochberg-Halton 1981), there are many such artefacts from
significant events, for example, that are not typically denoted as heirlooms (as shown in
the left quadrants of the chart) due to their lack of material endurance. Nor do all
artefacts become objects of attachment (as shown in the lower right quadrant). But it is
the social mediation of the physically enduring artefacts, that through life experience,
may lend itself to becoming significant and enduring (as shown in the top right quadrant)
which I focus upon.

enduring objects that
mark significant social
experience
dining table, items reserved
for special occasions such as
table or Christmas
decorations, ‘best’ crockery
or cutlery

Figure 1-2. Significant social experiences and materiality matrix. Forlano, 2017.

The more physically enduring of these social artefacts present the greatest opportunity
for designers to endeavour to match the artefact’s social and emotional longevity to its
physical and material durability. My research does not claim that all artefacts associated
with significant events can or even should become enduring. However, physically
durable furniture is increasingly prematurely disposed of (Naish 2008, 95) and this
mismatch highlights the significance for designers to consider objects’ emotional
longevity.
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The need to take this ethical social and environmental stance is based on recent findings.
From 2009 to 2016, furniture consumption globally has seen a yearly growth of 35% to
US$455bn (World Market Intelligence 2016). The disposal of functioning goods in
Western culture is prevalent (Cooper 2010b, Crocker 2016, Hamilton and Denniss 2005,
Whybrow 2005). For every tonne of goods reaching the consumer, thirty times more
waste is created, and of the goods created, 98% are discarded within six months
(Datschefski 2001; Fuad-Luke 2007, 23); of material flow, only 1% is retained in six
months in North America (Hawken, Lovins, and Lovins 1999, 81) (see Figure 1-3).

Waste from production (96.7%)
Goods retained for more than 6 months (0.06%)
Goods discarded within 6 months (3.16%)
Figure 1-3. Pie chart comparing tonnage of waste and goods during the production process.
Forlano, 2017.

When we consider the compounding effect of the discarded products being replaced with
more products after six months, the argument for lessened production volume and
greater emotional durability to reduce disposal of the physically enduring is strong.
Although these statistics refer to goods generally, the built environment is part of this
problem. Yet it is debatable that design practitioners are considering their role in the
growth in waste.
Although user-centred (human-centred) design has begun to adopt methods and
research from psychology, ethnography and anthropology in product design, this is
largely motivated by profit, to create product differentiation (Shove et al. 2007; Slade
2007) or betterment and is typically applied to electronic products (Slade 2007).
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Furthermore, enduring design theory also largely focuses on electronic objects (Blevis
2007; Chapman 2005; Jung et al. 2011; Lobos and Babbitt 2013). Although some
researchers may occasionally refer to furniture or built environment artefacts, their
studies focus on the longevity of electronic artefacts with relatively fleeting technologies
(Chapman 2005; 2010; Walker 2006). Their propositions are generalised as applicable
to non-electronic or technology dependent artefacts. There exists, therefore, a research
gap that specifically examines the emotionally enduring built environment artefacts.
My research explores this gap through the creative production of built environment
artefacts at various scales. It is therefore of major significance to the design industry,
public art practitioners and commissioners, and academics in the fields of anthropology,
material culture, consumer research, design and architecture theory and practice.
It is social experience that contributes to the irreplaceability of artefacts (Belk 1988;
Csikszentmihalyi and Rochberg-Halton 1981; Grayson and Shulman 2000; Wallendorf
and Arnould 1988), yet this is widely underexplored in the design literature. While issues
of narrative, aging and co-creation have been discussed within design, other aspects of
artefact endurance in relation to the social and emotional are under-theorised. I discuss
and explore through design how deep emotional connections may be encouraged
through the design and making of artefacts to evoke custodian-like practices, or as
Crocker terms them, ‘custodial consumers’ (2016, 157).
As such, my research focuses on what designers of furniture and built environment can
do to curb the practice of built-in psychological obsolescence, that is, aesthetic, functional,
or symbolic obsolescence (Cooper 2004, 427; Slade 2007), to complement sustainable
design and production research. As Fuad-Luke points out, it is behavioural changes6 that
designers now need to promote in their practices (2009, 60). As Crocker argues “we need
to actively steer consumption towards sustainable… enjoyable consuming as the
‘custodians’ of our possessions” (2012, 213). My research fills this gap in the currently
‘fragmented’ field of Design for Behaviour Change7 as defined by Niedderer et al. (2016,
67), as it specifically aims to encourage custodial practices.

Design for behaviour change (and sustainable consumption) theory is an emerging field.
Research suggests altering behaviours towards products can result in environmental benefits
such as reduced consumption, although this is largely related to services and electronic products,
and human-centred design (HCD) (Genus 2016; Hankammer et al. 2016; Jelsma and Knot 2002;
Jelsma 2006; Verbeek 2006) or focused upon the theory of psychological shifts (Davison,
Thompson, Sharp, and Dawson, 2013).
7 This research does not aim to provide an analysis of behaviour change as a process, as this falls
outside the scope of my research.
6
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Despite the swing against repair from the 1980s, recent years has shown a growth in
interest, evidenced in online forums and workshops for layperson repair, traditional and
online publications for home DIY repair, DIY IKEA hacking, up-cycling magazines and
websites,8 marketplace for online sales of up-cycled objects,9 open source websites with
making instructions, templates or digital files for local fabrication,10 and the like.
However, this ‘repair’ culture is largely driven by non-designers, although there are
exceptions within furniture design, such as the work of Guy Keulemans (2015) and
Niklavs Rubenis (2015).
Although work is being done in the technical area for artefact endurance and circular
design, emotional attachment to minimise psychological obsolescence is a lesser
explored area (Bakker, Wang, Huisman, and Den Hollander 2014, 15). Anthropological
and material culture findings through the behavioural study of custodians and
aficionados and why they maintain and care for artefacts longer than mainstream
consume-and-discard practices, addresses this gap.
As examined by Fuad-Luke, despite the external campaigns and pressure for ESD
solutions, Design for the 21st Century (2003) demonstrated that only 5% of designers
claim to have concerns for the environment or society (and even less as a priority) in
their daily work (Fuad-Luke 2009, 52). Presumably of that 5%, even fewer are designing
for longevity to benefit societal and individual well-being combined with ESD concerns
regarding furniture and waste.
My observations and research into furniture design practice reveal that few
contemporary designers take on the enduring principles tacitly or otherwise as a way of
creating enduring design. My research is, therefore, original in its focus on a noteworthy
topical design gap.

1.4

AIMS AND OBJECTIVES

My research aims to respond to gaps in existing knowledge, solve problems and correct
omissions in enduring design theory, and contribute to what Ann Thorpe refers to as the

Woodworking and hobbyist’s websites such as www.savedbylovecreations.com, and countless
Pinterest sites are devoted to up-cycling, re-use and repair.
9 Remade in Britain is a website devoted to selling a wide range of up-cycled objects
www.remadeinbritain.com.
10 The open source design approach has sparked a new specialisation within design such as AtFAB
(Filson and Rohrbacher 2016) and Open Desk (Fabbed.Limited 2016)
8
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‘second phase’ of sustainability (2007, 5), that is, sustainable consumption.
My objective is to propose an Enduring Design Framework with creative production
examples within the built environment field to explore potentialities. I seek to achieve
this with reference to anthropological and consumer behaviour findings not previously
addressed in the design theory of enduring artefacts. I will also contextualise this within
my creative practice outcomes.
My objective includes developing alternative ways of encouraging a custodian-heirloom
relationship. I do this by identifying material and immaterial qualities in the designing
and making of artefacts, and by reflecting on my thinking process and critique of the final
outcomes. The aim is to specifically enable the use and interpretation of the Enduring
Design Framework by other design professionals across the fields of furniture design,
interior architecture, architecture and public art.
Furthermore, I seek to contribute to the emerging field of design anthropology by
unearthing new connections between design practice and anthropology.
The main purpose of my research is to challenge the trend that has emerged in recent
decades of disposing of functioning furniture or architectural elements to keep up-todate with new ‘styles’ encouraged by design, and the ‘rebound effect’ which encourages
greater consumption (Fuad-Luke 2009, 49; van Hinte 1997, 63; Verbeek 2004).

1.5

DOCUMENT MAP

Figure 1-4 maps this document’s order. Chapter 2 identifies the understandings of
designing for psychological or emotional endurance in design industry discourse from
the twentieth century to the contemporary context and explains the methodological
decisions and theoretical positioning. Chapter 3 describes the methodological approach
and how the exegesis and creative production together form the two differing yet
synchronous ways to answer the research questions.
In Chapter 4 I examine material culture research that explicates the person-object
relationship of custodians and their enduring artefacts. In this chapter I also identify
overlaps and gaps, and extrapolate the key concepts missing in design practice and
discourse. The theorists’ research is synthesised with my data collection (interviews and
survey) from this chapter onwards. I then identify a peculiarity of enduring artefacts that
is not entirely captured by Verbeek’s post-phenomenological perspective, and how
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reappropriation rituals can be considered by designers.
An Enduring Design Framework with practice exemplars is articulated in Chapter 5. I
then explicate the creative production process and outcomes and how practice and
theory inform, and have been informed by the framework, in Chapter 6. I conclude with
the findings and contributions of this research in Chapter 7.

Chapter 2
The design
perspective

TECHNICAL
physical endurance and
the making

PRACTICAL FUNCTION
Instrumentality

VISUAL (PRODUCT
LANGUAGE) FUNCTION
Semiotic and formalaesthetic functions

EXPERIENTIAL FUNCTION
By-product of function
‘technical mediation’

Chapter 3
Methodology
Chapter 4
The non-design
perspective:
Revealing a design
gap

EVIDENTIAL FUNCTION
By-product of use over
time. evidence of
experience imbued
materially.

Chapter 5
Emergence of an enduring design framework
Chapter 6
Enduring artefacts through creative practice
Chapter 7
Findings and contributions
Figure 1-4. Document Map diagram. Forlano, 2017.
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CHAPTER 2

THE DESIGN PERSPECTIVE

The contextual literature review firstly identifies the central challenges in designing for
changing attitudes, needs and practices, with an overview of the historical design
approach to longevity. I then focus more closely on recent theories of enduring design
by leading contemporary theorists within the field. This discussion sets the background
for understanding the existing gap in design theory and the context for the proposed
methodological and theoretical perspective.

2.1

THE HISTORICAL CONTEXT OF ENDURING DESIGN

Design institutions and designers generally take the position that functional and
modernist principles are classic and thereby enduring (Hebrok 2014). This is primarily
driven by the Werkbund11, Modernism, and Hermann Muthesius’ influential writings on
“typisch — the expression of a collective ideal” (Naylor 1990, 167). Modernist
approaches endeavoured to create a classic universality based on “objectivity, reason
and intellect [to] replace… intuition, individuality and creativity” (Ibid., 166). While
Modernism was expected to allow the masses emotional freedom from the past, it caused
alienation by trying to reflect homogeneity (Greenhalgh 1990, 17; Miller 2010, 84;
Walker 2014, 117).
Universality as classic, timeless and enduring, emerged to impose ‘universal good taste’
by the design elite upon the masses (Greenhalgh 1990). For Muthesius and others,
Modernism was the rejection of personal meaning in favour of creating the “cultivated
man” (Loos 1908 Transl. 1998, 21). Taken from the perspective of the consumer,
Modernism widely ignores the person-object relationship and associated experiences
over time. Universal good taste addresses concepts related to physical longevity,
practical function and product language function. The ‘classic’ and timeless designs of
modernism may endure in some segments of the community but fail to consider the
individual experience that leads to emotional endurance.

Werkbund (German Association of Craftsmen) were the highly influential group which
informed the development of the Bauhaus.
11
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What ‘classic’ design does achieve is what Schiermer identifies in his study, and Simmel’s
view reinforces: “The ‘classic’ is a concentration of appearance around a sublime middle
point… which does not offer so many points of attack” (2016, 129). Given this
perspective, it is clear why some artefacts are more aesthetically long lasting than
others; however, this ‘middle point’ simultaneously limits expression and identity.
Modernism’s focus was on the “perfection of production” (Greenhalgh 1990, 14) and
notions of timeless and longevity of design aesthetic, with limited regard for the personobject relationships (Ibid). As faster mechanised production dominated, identifying
markers of origins, individuality, place and time were also stripped. Likewise,
transcendence was claimed to occur through the purity of form (Muthesius translated in
Conrads 1989, 27). This has led some contemporary design critics to argue that
Modernism has generally increased consumption by idealising the new and rejecting the
past (Crocker 2016, 80), and by the removal of decoration, lack of personal meaning, and
disconnection (Walker 2014, 117). Modernism was of “everywhere and nowhere”
(Hoskins 2006, 78).
The focus on design with minimal "points of attack" (Schiermer 2016, 129) to remain
enduring is problematic. This is self-evident in the mass of solid wood, robustly
constructed, simple and modernist designs that are not iconic, and are dumped on verge
side collections for waste (Appendix F), sit idle in opportunity shops, or are sent to
garbage tips in huge volumes, year after year. The modernist pieces that do endure, such
as works by Charles and Ray Eames, Arne Jacobsen and Hans Wegner and others
(Hebrok 2014, 213; Fiell and Fiell 1991, 53-55), are typically iconic works that have, for
other reasons become collectable or intergenerational.
If ‘timeless classics’ fail to create an individuality, provenance or connection with the
possessor, how can an artefact be both enduring aesthetically and have an emotive call
for custodianship to repair or reappropriate, when an equally ‘classic’ design is also
available to the consumer?12 Essentially one ‘timeless’ piece can be easily replaced by
another equally ‘timeless’ if the product doesn’t age well, is difficult or costly to repair
(relative to new), or consumers simply desire an ‘updated’ look (Garvey 2013). This
indicates that ‘classic’ modernist design fails to address the phenomena of psychological
obsolescence.

12 This is particularly evident in places like Australia where low-cost replicas of ‘classic’ and iconic

furniture are available and with the advent of low-cost Scandinavian modernist style within the
IKEA offering.
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The belief that Western aesthetics in practice and theory have been too heavily focused
on functionality and the ocular-centric, at the expense of the role of memory and
sentiment, personal interpretation, as well as human bodily and sensory response, has
been debated for decades (Bachelard 1994; Malnar and Vodvarka 2004; Pallasmaa
2012).
Subsequent movements addressing emotion and changing social interpretation
emerged, yet also failed to create enduring connection. Jackson, speaking on
Postmodernism said:
The values associated with the object are determined by the position from
which the object is viewed and aesthetic appeal is regarded, not as a universal
value, outside of history, but rather as an ever-changing quality relative to the
circumstance within which the object is consumed (2009, quoted in Parsons
2009, 11).
While this may be true, it gave designers scope for completely unbound opportunities,
with an emphasis on the temporality of designed artefacts, resulting in greater consumer
choice and consumption.
So, although the aesthetic dimension of timeless or classic design may not aesthetically
date quickly, as Schiermer argues, if the objects fail to create a person-object relationship
that encourages custodianship, it can be easily replaced with another equally simple,
‘timeless’ object. As design theorist van Hinte states: “(t)he condition for longevity is
enclosed, though, in the very observation that style doesn’t matter” (2004, 187-189).
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2.2

CONTEMPORARY ENDURING DESIGN APPROACHES

Industrial design theory is relatively young (Cross 1982). It is focused less on sustainable
consumption and more on responding to human factors (Karwowski 2011) and
consumer behaviour, in order to provide ‘better’, more functional or more commercially
successful objects (Hemetsberger 2014; Lidwell, Butler, and Holden 2003; Pedeliento,
Andreini, Bergamaschi, and Salo 2016; Teichmann, Scholl-Grissemann, and StokburgerSauer 2016; Thomson, MacInnis, and Park 2005).
Additionally, person-object attachment theory is mainly explored through consumer
behaviour studies. Despite the various movements that emerged over the twentieth and
twenty-first centuries, artefact endurance as it relates to volatile personal meaning
through the person-object relationship is still an emerging field.13
Some design researchers have, however, argued for a better understanding of our
relationship to products and psychological, social and higher-level needs for extended
artefact life and personal well-being (Fuad-Luke 2009, 113; Walker 2014, 91).14
Although some authors have examined object attachment (Chapman 2005, 2010; van
Nes 2006; 2010; Ramirez, Ko, and Ward 2011; Woolley 2003) and personalisation
(Chapman 2005; Fuad-Luke 2009, 95-102) as a way of diminishing pervasive
disposability of consumer goods, there is a lack of research specifically for built
environment artefacts.
Longitudinal studies on product attachment describe the active and evolving emotional
bond to ordinary products used daily. Some studies highlight pleasure (Richins 1994;
Schifferstein, Mugge, and Hekkert 2004) and “superior functionality, aesthetic
pleasure… or [pleasurable] benefits such as entertainment or relaxation” (Mugge,
Schifferstein, and Schoormans 2006, 641), and “reflect, reveal, contemplate, flow and
being” (Strauss and Fuad-Luke 2008, 458) as key components to designing for long-term
product attachment. Emotional endurance has been examined by Jonathon Chapman
(2005) and Tim Cooper (2010a; 2010b). However, these theorists conceptualise all
designed artefacts together as ‘products’ despite the significantly differing factors

User experience (UX) research however is interested in the person-object relationship,
consumption experiences, and how these may inform professionals’ approach to designing
objects for richer meaning and experience (Wendt 2015). However, many UX solutions are not
applicable to non-electronic built environment objects or minimising premature disposal.
13
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affecting artefact longevity between products and the built enviornment, such as
technological features and compatibility requirements, and the pace of lifestyle change.
These theorist’s views and approaches have been recorded, synthesised and discussed
extensively by the discipline. A summary is captured in Fuad-Luke’s diagram ‘Strategies
for extending product:user relations’ (2010, 617). However, here it is adapted to
demonstrate the synthesis with more recent findings made by Mugge, Schoormans, and
Schifferstein (2005), Cooper (2010a), Chapman (2005, 2010), Chandler and Schwarz
(2010), Bennett (2001; 2009; 2010), and Walker (2014), which are incorporated into
the chart. In addition, my own synthesis and understanding drawn from the existing
knowledge is shown in bold in Figure 2-1. I will later refer to and update this chart in the
concluding chapter (Figure 7-1) to explicitly articulate my contribution to design
through design anthropology and the creative production process.

*Note: I have renamed co-producers and
co-designers as ‘user interaction’

Figure 2-1. Updated chart of ‘Strategies for Extending Product-user Relationships’,
Forlano, 2017. Adapted from Fuad-Luke (2010, 617).
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2.3

AN ALTERNATIVE APPROACH

My research also differs from the aforementioned in the following ways. Walker (2002;
2006; 2010; 2011b), Chapman (2005) and van Hinte (1997; 2004) fail to differentiate
the experiential differences of furniture and the built environment which can
functionally span generations, compared to the inherently rapid change in functionality
and technological requirements of electronic goods, which can become outdated within
weeks.
When Walker does discuss furniture, as in his design ‘Kind-of-Blue Chair’ (Walker
2006b, 84), he fails to define the distinctly differing principles that underpin the creation
of the inherently temporal, electronic products with the inherently more enduring and
stable functions of furniture and architectural elements.15 Furthermore, Walker framed
this understanding of enduring functionality by referring to and classifying objects in
museum collections (2006a), in his rationale for endurance, rather than examining
enduring objects in use.
Ed van Hinte cites two reasons for the current lack of enduring objects in the
marketplace. Firstly, the lack of recognition by designers that products have a daily life
different than the one they design for, that products are “simply there… as anonymous
and trustworthy mediators, user extensions or… part of the cluster of things… but… they
don’t really matter that much one by one” (van Hinte 2004, 75). However,
anthropological research indicates that our everyday objects can and do often matter
significantly when connected to memory, kin or emotion, as I will discuss further in
Chapter 5.
Secondly, van Hinte suggests designers are fascinated by the immediate impact of the
product to create a desirable object at point of sale and/or communicate an idea, though
“material quality, image and representation” (Ibid., 73) hence ignoring the material
quality of the object after extended use. Although I agree in part, through my research I
reveal some furniture designers that do consider material quality after extensive use.
The making of the object as heirloom, and the consumer as custodian, are commonly
viewed as outside the domain of the designer’s control, as they occur post-acquisition

The functionality of electronic objects is subject to rapid technological advancements, thus is
viewed as being functionally unstable, as compared to furniture which is more functionally stable.
Furniture is more functionally stable because people’s need to sit, lie down, store possessions or
place items on surfaces have changed relatively little over the last two centuries.
15
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through the experience of consumption (Ibid., 79). Van Hinte states “In practice it is
doubtful whether this ‘emotional bond’ makes much sense, since truly ‘emotional’
relationships between users and objects are rare and hardly subject to design” (2004,
79-81). Furthermore, Verbeek states the difficulty in designing for “irreplaceab[ility]
thanks to the memories that will grow up around it… [through] the interactions that
people have with [artefacts]” (2005, 224).
Conversely, Cherrier, Türe, and Özçağlar-Toulouse “…consider dispossession… a shared
responsibility whereby both objects and humans are participants… consumers and
consumed objects are part of the same dispossession story” (2014, 103). Similarly,
Wendt argues that an artefact’s materiality influences human behaviour and
interpretation, and therefore the ongoing artefact experience should be a consideration
for designers (2015, 119).
I share Cherrier, Türe, and Özçağlar-Toulouse. and Wendt’s sentiments. The custodian
imbues an artefact with an enduring status, and the enduring artefact evokes care and
empathy from the consumer, who acts as a custodian in partnership, and this can be
considered in the design process.
My position challenges the view that an emotional bond and/or interaction is not a
design issue. I achieve this through a methodology I describe in the next chapter and the
framework I generate thereafter. Designers may not enable the full control of the personobject bond but can facilitate the potential emotional and relational role of the object
and the custodian-heirloom relationship, as I argue in Chapters 4 and 5.

23

CHAPTER 3
3.1

METHODOLOGY

THEORETICAL PERSPECTIVE

A Design Anthropology approach with a post-phenomenological perspective allows me
to address objects in use. Beyond the dominant semiotic approach of design analysis
(Barthes c1972/1993; Baudrillard 1968; Krippendorff 2004; Krippendorff and Butter
1984; Noth 1990; Vihma 1995), I follow the design position proposed by Attfield (2000)
and Fournier and Mick (1999), which resembles a material culture approach and enables
me to discover new knowledge. This perspective incorporates the artefacts’ shaping of
action, and changing person-object relationships over time, to provide a comprehensive
response to designing for emotional endurance.
I employ a multi-disciplinary approach — design and anthropology — as this enables
me to address the complex and intertwined nature of the object and subject over time,
and reflect on the entire process of design, production and consumption.
Verbeek (2005) makes a cohesive argument for a post-phenomenological analysis of
artefacts, that incorporates theories on the networked relationship of humans and
things by Latour (2005) and to a lesser extent Gell (1998). Verbeek's approach in a
global, digital age that captures hybrid, networked relationships between things, people
and the world, is a thorough and appropriate framework with which to approach my
research questions textually (see Figure 3-1).
Verbeek explains his theoretical perspective to enduring design, especially how it
facilitates “designers to approach human habits concerning product disposal as
something wherein the products themselves play an active—and therefore
changeable—role… [and may] inscribe in products an ‘anti-disposal ethics’” (2005, 218).
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PRACTICAL FUNCTION
through human
use reveals

PRODUCT
+ USER =
ARTEFACT
FUNCTIONS

Instrumentality

through
human visual
interpretation
reveals

interaction
shapes human
action
resulting in

VISUAL (PRODUCT
LANGUAGE) FUNCTION
Semiotic and formalaesthetic functions

Verbeek (2005)
Postphenomenological
perspective unpacks
artefact functions

EXPERIENTIAL FUNCTION
By-product of use
‘technical mediation’

over time the
person-object
relationship/s
informs a

new function

Forlano’s
identified gap in
Design discourse
(derived from material
culture theory)

Figure 3-1. Artefact Functions diagram. Forlano, 2017. Adapted from Verbeek (2005,
206).

Material culture researchers argue that semiotic analysis (Bush 1989; Noth 1990; Vihma
1995) considers the object’s visual function but fails to fully consider its materiality or
‘bundling’ (Keane 2003). Bundling is the combination of bundled qualities of an artefact
that “will shift in relative value, utility and relevance across contexts” (Ibid., 414)
including place and time.
From this perspective, the artefact is not seen simply as the inferred agency of the object
over the subject, the subject over the object, nor a hybridity, but instead as an evolving
relationship with potentially several subjects and objects. The post-phenomenological
perspective combines actor-network theory with phenomenology to provide a richer
analysis of this co-shaping (Verbeek 2005, 148). I consider this synchronous
relationship, that is, the heirloom object shapes the person to be a custodian, and the
custodian perceives the object to be an heirloom (Forlano 2015). I term this as the
‘custodian-heirloom relationship’.
My research expands upon Verbeek’s perspective, generating a fourth category that
captures the changing meaning and person-object relationship over time, by
incorporating the views of Gell (1998), Csikszentmihalyi and Rochberg-Halton (1981),
Belk (1988; 1990; 1998; 2006), and Miller (2006; 2010). The understanding of how
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artefacts are imbued with a social life, which is so strongly asserted by anthropologists,
is not adequately captured as a way to analyse artefacts within design discourse.
However, Verbeek’s perspective provides an entry point into this understanding of
enduring artefacts, as I will later show.
The artefact’s instrumental, visual and experiential function is based on Verbeek’s postphenomenological perspective. The additional category I propose emerges from
material culture research, as it encapsulates the shift over contexts and through time via
experience with the artefact, which is considered a critical aspect of gaining a
comprehensive understanding of the person-object relationship (see Figure 3-1).

3.2

RESEARCH METHODOLOGY AND METHODS

My practice-led doctoral research in the emerging field of Design Anthropology uses an
action research methodology. The action research process incorporates practice and
theory, synthesised to generate theoretical knowledge that guides action (Given 2008,
6) to reveal new knowledge. There are three distinct processes: the exegetical research
and methods, creative production, and the synthesis of these, which inform the activities,
findings and reflections in three stage cycles, as shown in Figure 3-2.

3.2.1

LITERATURE REVIEW

The first process is the literature review, identified as part of the first action research
cycle in Figure 3-2, covering the historical and contemporary context of escalating massconsumerism, sustainability, and the role of the design and manufacturing industry and
existing design approaches towards enduring artefacts. I found that there is not a
comprehensive study of artefact’s emotional endurance with a Design Anthropology
approach, as discussed in Chapter 2.
I examine the psychological and social influences on artefact life span, including factors
affecting perceived obsolescence, and conversely the processes of reappropriation that
save artefacts from the waste stream, through literature review from books, academic
journals and some newspaper articles. My exegesis reviews literature in social
anthropology, material culture and consumer behaviour research, including seminal
texts from the last century, but focuses on recent research from this century. I then
determine the most suitable theoretical perspective and approach to responding to the
research questions. This process evolved during the second action research cycle to
provide a deeper understanding of the topic.
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Ac ti o n r es e a rch c ycl e 1

EXEGETICAL WORKS
EXEGESIS METHODS
Literature Review: Establish project
boundaries, Textual background
research within design discourse
and analyse appropriate
philosophical positioning and
theoretical approach for analysing
enduring artefacts.

Literature Review (continued).

Ac ti o n r es e a rch c ycl e 2

Precedent reviews.
Attain and reflect upon 3 expert
reviews of first two creative
outcomes.

SYNTHESIS

CREATIVE PRODUCTION WORKS

SYNTHESIS OF TEXTUAL AND CREATIVE WORKS
Synthesis of
knowledge.

research

from

Endless Quilt

multi-disciplinary

Scale: Furniture

Identify gaps in existing enduring design frameworks.

Social relations: Extended families (EQ)

Reflect upon personal habitus in relation to creative
practice and theoretical perspective.

two women of one family (TU)
User engagement: pilot interviews with
families

Produce 1st and 2nd creative works
Exhibit two works and one paper at research
conferences and exhibitions

Under the Skies

Kaleidoscopic Wave

Produce 3rd and 4th creative works reflecting on findings
thus far, and how it may apply to a wider community.

Conduct interviews and survey.
Find correlations and variations
between new data and theory.

Reflect upon link between the P-OR theory and my
practice.

Development of the framework.

Critical review of design theorists in enduring design.

Identify gaps in analysis of artefact
functions.

Reflect on creative practice outcomes thus far and the
anthropological findings to build a new framework.

Type: Community (International Airport 4.5 million visitors annually)

Highlight practice exemplars,
individual criteria.

Social relations embodied: ancient and global connections
User engagement: informal interviews with airport stakeholders
incl. three Aboriginal elders and their immediate families
Historical context: Local and state-wide mythology, WA landscape.
Marri-Kingia Past

demonstrating

the

Establish new and substantiative knowledge.

Ac ti o n r es e a rch c ycl e 3

Type: Domestic and fully bespoke

Establish characteristics of the person-object
relationship from theory and data that may be
explored through design.

Conduct review of author’s creative
practice, including response to
expert reviews.

The Unforgotten

Reflect upon personal position and
Produce
5th, 6th and 7th creative works.
(continued).

perspective

Scale: Large (90sqm.)

Type: Community (Public school, 1000 students, weekend community space)
Scale: Grand (200sqm)
Social relations: school community, local Aboriginal community
User engagement: interviews- school community incl. Aboriginal advisers
Historical context: Local natural features
En-case (prototype) and For Now, For All-ways

Identify best practice of framework in contemporary
design.

Finalise the framework and practice
exemplars.

Critical reflexivity upon cycles of creative production,
literature review and critical review.

Gain audience feedback through
interviews of the creative
production of two projects.

Articulate new substantiative knowledge and how this
may influence broader aspects of the design
discipline.
Reflect upon how others may review their design
practice, and the framework.
Determine contributions and findings or propositions.
Speculate on possible future research.

Type: Community (Public school building)
Scale: Medium/ Large
Social relations embodied: Pre-colonisation and early colonisation
User engagement: informal interviews with school community
and Aboriginal elder
Historical context: Local ecology.

Figure 3-2. Action Research Process and Methods. Forlano, 2017.
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Type: Domestic and Semi-bespoke
Scale: Furniture
Social
relations
embodied:
Multi-generational
family
User engagement: informal interviews (see Appendices)
Historical context: family related only.

3.2.2

INTERVIEWS WITH STAKEHOLDERS

The development of the furniture projects involved interviews and informal discussions
with end users and family members about significant places, events, persons or
memories. The discussions focussed upon an anthropological understanding of the end
users, by discussing significant life events that have shaped their family attitudes and
values, in particular those life stories that they want future generations to know and
remember. I asked general, open-ended questions about these life experiences and
asked which were imbued with enduring and or positive emotions or qualities that
define their family identity and thus create intergenerational connection and relevance.
These interview questions were based upon my synthesis of the common emotionally
enduring qualities of heirlooms (or artefacts of attachment), and thereby enabling me to
explore how the experiences may be embedded in the design process to encourage
attachment.
For example, in the first project, Endless Quilt, I spoke to my family and in-law family (7
adults) and re-read my husband’s maternal grandfather’s published diary “Ground
Crew: A Middle East Diary”. The stories that re-appeared in various people’s perspective
of themselves and their family’s life story were deemed most significant as the
experiences permeate various generations and hence create the kinship identity. In
particular the impact of five individuals across two generations and two wars, and how
these events brought three couples together was particularly defining of my in-law
family and is thus featured in the work. However, their stoic response to these events
and their focus upon the positive outcomes such as marriage and children, and their
desire for a ‘quiet’ life, is also thus captured as this is the message they wanted to pass
on to others, in lieu of for example, the negative memories of war.
I also reflected upon my personal memory. By putting myself in the position of both
client and designer, I was able to most freely explore and test ideas and develop the
process and topics when interviewing stakeholders. I recalled memories of my
grandparents’ stories that I would like my children to know, particularly as many of
these stories are by deceased relatives and I sought corroboration of these stories. These
memories, not only evoke what is emotionally enduring and identity making for myself,
but these were strong, influential characters within the wider family narrative. In this
process of recalling my own memories, I realised this was an opportunity for their
memory and stories to become a tangible and highly visual element within the artefact.
This would enable the artefact to can act as an heirloom, despite its newness, through
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which I can talk about the past with my children.
In the case of the second project, The Unforgotten, a visual documentation of historical
artefacts was used and integrated into the design (see Figure 6-20 and Figure 6-21) with
a one-on-one in-depth unstructured interview with the owner. The interview was
approximately one hour, and details about the artefacts, such as how they came into
possession of the owner, where they were acquired, who made them, for what purpose
and any other stories behind each artefact were discussed. In contrast to the Endless
Quilt interviews and memory recollection, which was typically intangible, The
Unforgotten interviews were based around existing tangible things; heirlooms
themselves.
The subsequent three community projects involved informal discussions with end users,
stakeholders, and Aboriginal elders or representatives of their community. The Perth
Airport project, From the Skies included five meetings with Aboriginal representatives
and the Perth Airport Aboriginal liaison staff. I also conducted several informal openended discussions with a Whudjuk/ Piblemnan/ Nyungah Aboriginal elder who
contributed the wording for the artwork. Key to any discussion with Aboriginal
communities is taking the time to listen to their stories. Although the discussions were
based on the artwork per se, considerable discussion was about my personal story, my
ethnicity, why I was doing the project, why I wanted to include Aboriginal content and
what I hoped to achieve. Upon agreeing to my intentions, the discussion then lead to the
Aboriginal elders telling their family, kinship and wider Aboriginal stories about their
past, their struggles, their beliefs. This is an important process of understanding the
wider context in any discussion with Aboriginality.
Discussions were held for end users for Kaleidoscopic Wave at Fremantle College which
included approximately 20, Year Ten students, a mix from the two schools to be
amalgamated, 5 teaching staff and other government stakeholders. The discussions were
focussed on the purpose, meaning and impact of the school amalgamation and
commonalities in identity of the schools, community and the traditional Aboriginal
owners to create a meaningful outcome that crosses various communities and maintains
relevance to future generations.
Open discussions for the Byford project was conducted with the stakeholders over
several months including a meeting with the advising Aboriginal elder for the Byford
area. Research of the environmental conditions of the location from pre-colonial times
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was conducted to tap into a history that I determined had been ignored in the
development and the existing artworks found on the site. By recalling a pre-colonial
history, I aimed to contribute to the existing narrative that had commenced with other
artworks on site.
Historical research for all the sites was conducted online, through site visits, and
community and governmental organisations.
The interviews and feedback were recorded for the final projects For Now, For All-ways
and En-case. This is included in Appendix A for reference. The interviews became a
refined version of those held for Endless Quilt. The interview questions were given to
the interviewees allowing them to reflect on the questions, and a subsequent face-toface discussion held later. As the literature research was mostly analysed by this stage,
the questions were based on my findings on attachment artefacts.

3.2.3

SURVEY

I conducted an online survey via Survey Monkey through a snowballing method,
recruiting participants through personal emails and three social media posts (LinkedIn,
Facebook Design Group and Facebook personal page). This intentionally limited the
network to predominantly Australian-based art/design practitioners and laypeople, to
ascertain any significant variances within the contemporary Australian context and
since the reviewed publications.
The survey enables a comparison between design (and art) practitioners and their
audience. Age categories include from 18-34 years, 35-54, 55-64, 65-74 and 75 and
above. There are 83 responses in total, with 23% from males and 77% from females.
The survey includes multiple choice and open-ended questions, some based on survey
questions from The Meaning of Things (Csikszentmihalyi and Rochberg-Halton 1981) for
a direct comparison, while other questions are more specifically related to furniture
acquisition, disposal and gifting, to establish relevance and currency.
Questions uncover respondents’ attitudes toward artefact life spans such as: What type
of artefacts do they own which they consider to be received as heirlooms or would be
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bequeathed to others in the future and why? What do they think are the qualities of
heirlooms and life expectancy of furniture generally? Other questions specifically
pertain to furniture artefacts and purchasing behaviour, the second-hand, disposal and
repair or renewal. A summary is in Appendix C.
My survey focuses on built environment artefacts as compared to the theory based on
products more generally. This provides the opportunity to support or challenge existing
findings and uncover new information pertaining to built environment artefacts
specifically, and reflect upon consumers’ attitudes, practice and the Enduring Design
Framework. Survey findings and responses are discussed in the context of theory and
practice.
My survey focused mainly on enduring and common attitudes. It gave little consideration
to the informant’s age or other specifically differentiating characteristics for the
following reasons:
i) Artefacts are often physically durable beyond the initial owner’s needs and
across significant periods of time, so to understand artefacts’ emotional
endurance, my methods focus on the commonalities across life stages and age.
ii) Marketing and design specifically for segmented age groups or lifestyles limits
transferability and contributes to premature disposal.
iii) Age and perceived activity and lifestyle stages in contemporary Western
society are increasingly blurred compared to earlier decades, and thus
designing for specific age groups is questionable.
iv) Any further differentiation is outside the scope of research of this size.
Despite conducting this survey, the purpose of my doctoral research was not to focus on
what already exists through ethnographic study or audience responses to my work.
Rather it was to use this knowledge to inform and expand upon theory. It inspired me to
speculate through practice and theory on what can be, while being grounded in the
practices and attitudes of contemporary consumers. The survey was formulated after
most of the relevant literature had been reviewed. The main aim of the survey was to
identify any significant discrepancies and/or correlations between theory of the last two
decades and current day respondents, to ensure currency of the background literature,
and as a tool to assist in my reflection upon built environment design practice and theory.
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3.2.4

INTERVIEWS

Semi-structured in-depth interviews were incorporated to identify custodial attributes
first hand and contextualise current day attitudes with seminal texts on the topic. Two
conversational interviews were conducted with adults who identify as being
‘custodians.’ One lasted thirty minutes, the other two hours. Both were at the
interviewee’s homes. The first interviewee, Louise,16 is a female, single mother with
three dependents, living on a low income. The other interviewee, Fred, is a married male,
where both partners are working professionals and they have two dependents. Through
informal discussions about my studies, I learnt of these two people’s passion for
collecting other people’s unwanted artefacts, and they were therefore approached and
agreed to participate in the study. Appendix B includes the interview schedule.
The interview schedule was based on the findings from anthropological theory and the
survey conducted to gather more in-depth details of the themes and information content
already collected. The interviews provide rich, qualitative information pertaining to
retention, care and collection of artefacts. By directly asking questions of individuals that
related to the enduring person-object relationship identified in the literature and the
surveys, I gained greater depth of insight into the person-object relationship on a
personal level not possible with a survey. This format also enables the interviewee, in
this case two individuals, one of each gender, to reveal personal information and
perspectives in a safe and anonymous manner not possible in a focus group (DiCiccoBloom and Crabtree 2006, 314). These interviews aimed to gather more in-depth
perspective of the details of the themes and information content attained and allowed
me to probe areas of interest more deeply and to then compare it to the existing
literature, giving it currency and context to this study and period in time.
As Galvin argues, 12 interviews are sufficient to reach ‘saturation’ point for qualitative
research that uses interview data to make inferences that are implied to a wider
population (2015, 9-10). Considering the stakeholder pre-design and post-design
interviews and survey is collectively reviewed with these interviews, the entire data
collection was deemed an appropriate cross section of population engagement within
the scope of this creative production-based research thesis.
Questions were aimed at discussing their ‘special’ or ‘heirloom’ items, custodial practices
and attitudes, and their emotional response to and experience with artefacts. I also
discussed their perceived differences between themselves and consumers who use up
and discard in a much faster cycle.

16

Alias names are used throughout to maintain confidentiality.
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3.2.5

PROPOSITIONAL DOMESTIC ARTEFACTS

The creative production process embodies the Enduring Design Framework, challenges
my design thinking, and creates propositional artefacts. Propositional artefacts enable
the exploration of theories through design and physical manifestation and are
considered as progressing sustainable design practice and thinking (Fuad-Luke 2009,
85; Walker 2013).
My creative production methodology took on the guise of ‘design activism’ in a practical
and theoretical sense, as it is explorative and responds to the challenges of my research
questions in a practical, rather than a purely confrontational manner. ‘Moral panics,’
characteristic of critical design artefacts, are believed to be ineffectual and cause
disillusion in the audience (Miller 2010, 82; O’Neill, Boykoff, Niemeyer, and Day 2013),
often leading to apathy or greater hedonism (Acaroglu 2014). Thus, critical artefacts
were deemed to be an inappropriate response to the research question. The
propositional and commissioned artefacts demonstrate real-life outcomes of how the
Enduring Design Framework can be carried out materially, while simultaneously
exploring opportunities for the design of enduring artefacts from a more intuitive design
position.
As each creative work and research cycle was undertaken, new considerations were
given to the subsequent creative project type, process, theory, and outcomes.17 Each
project came to represent a shift in the exploration of yet other facets of enduring design,
rather than a linear evolution of one idea or application. The propositional domestic
artefacts in this process included four furniture scaled, individual or family
bespoke/semi-bespoke propositional artefacts. Two works were private commissions,
while two were self-funded, so that the research enabled free exploration untied to
budgetary restraints.

The exegetical sequencing of information contained herein however, does not reflect the
sequence of the iterative action research cycle.
17
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3.2.6

COMMISSIONED COMMUNITY ARTEFACTS

As the research evolved, I determined the significance of the research could be
broadened to include larger, building scaled applications. I secured three large public art
commissions as ‘integrated’ architectural works. This allowed me to test how the
emerging framework may be applied within a public rather than private context, to
connect with a wide and ever-changing audience and at a scale that can’t be physically
controlled by individuals.
My project, From the Skies, for the international arrival hall at Perth Airport, provides an
example. The arrival hall is visited by up to 4.5 million people a year and is situated on a
wall, well above head height. It is physically distant from the public and thereby provides
challenges to create a mental and/or emotional engagement.
All three commissioned projects were competitively tendered and commissioned works,
demonstrating application of the findings to commercial practice with real-life
constraints.

3.2.7

EXTERNAL EXPERT CRITIQUES

Upon completion of the first two creative projects, Endless Quilt and The Unforgotten, I
requested critical reviews from three experts to assist in broadening my personal
reflection upon my practice in relation to designing for custodianship. The experts
included a furniture and product designer and academic with a Doctorate in a similar
field of study; a senior curator from a major arts and science museum with experience
as an independent curator internationally with a Master of Curating Contemporary
Design, and a prominent arts and craft researcher, arts advocate for national and
international non-government and government organisations with a Master of Arts
Administration. Thorough feedback was received, reiterating concerns I raise that
underpin the reason for this research and reinforcing much of my design direction. Their
full reviews are contained within Appendix G, but they are not directly discussed within
this exegesis.
Endless Quilt and The Unforgotten were also exhibited at FORM Gallery, Perth, Australia,
for the ‘A State of Becoming’ symposium and its associated creative production as
research exhibition (2012) and the ‘From the Atelier’ (2013) exhibition respectively.
Further, I presented a paper based on the Endless Quilt at the ‘Unmaking Waste 2015’
conference in Adelaide, Australia. These opportunities generated further informal
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critique of the works for my personal reflection from design practitioners, researchers
and academics.

3.2.8

PRECEDENT REVIEWS

Throughout the research process I examined designed artefacts by national and
international designers that reflected anthropological concepts regarding enduring
person-object relationships. Through this process, I reveal contemporary exemplars that
best demonstrate the principles of the Enduring Design Framework.

3.2.9

SYNTHESIS

Through the action research processes, I synthesise the findings from the cycles, (Figure
3-2, centre) through creative production, literature review and critical review. I create
an Enduring Design Framework through an action research process, grounded in design
and anthropological theory, participant interviews, user feedback and through design
practice. I also reflect upon the intuitive drivers of and critical review of my creative
outcomes and those of other design practitioners.
The Enduring Design Framework presents a set of considerations for the designer that
can build an enduring person-object relationship with artefacts of the built environment,
largely with a furniture focus, and identifies best practice. It also refers to my own
creative works where gaps in practice were found, as examples of how the principles
may manifest.
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CHAPTER 4

THE NON-DESIGN PERSPECTIVE:
REVEALING GAPS IN PRACTICE

Chapter 2 has provided a contextual review of design discourse on enduring design. I
will now explore the non-design perspective. This draws on anthropology, material
culture, contemporary consumer behaviour, consumer psychology, and philosophy of
technology, as it pertains specifically to enduring built environment artefacts and the
person-object relationship over time. These insights and their application are underexplored in design discourse and practice. I take a Design Anthropology approach and
an action research process to examine both theory and practice to develop an Enduring
Design Framework and a series of artefacts (Figure 4-1).

+

Design

perspective

Anthropological

perspective encompassing
consumer behaviour/ psychology
and geography

Design Anthropology

approach which reveals gaps in design
discourse and ways of understanding
artefact functions

Outcomes
Enduring Design Framework;
theory and reflection on design
discourse and practice

Propositional artefacts and
commissions
Development of design practice.

Figure 4-1. Research approach, diagram. Forlano, 2017.

My focus is people’s long-term relationship to things, and the implications this has for
design generally, but also specifically on designing to encourage custodianship practices.
Firstly, I ask “are there enduring needs that can be fulfilled by designing built
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environment artefacts?” Materiality, as Miller asserts, also provides a physical
connection to immaterial values or the spiritual dimension (Miller 2010, 72). I shed light
on this concept with reference to Abraham Maslow’s theory Hierarchy of Needs (1943).
While in the previous chapter I discussed the design context generally, I now discuss
forms of obsolescence and fast consumption, and the inverse position of custodianship
and attachment artefacts. In association, I unpack the person-object relationship and
reveal how artefacts become precious, enduring, build continuity, and contribute to an
understanding of the self. I argue that enduring artefacts can assist in developing
positive associations and contribute to a long-term, ongoing psychological need that
serves to support the development of self as defined by Maslow’s theory.
Using literature reviews and data collection and analysis, I elaborate upon the missing
but vital component of enduring artefacts currently ignored by most design theorists yet
acknowledged by many cultural anthropologists. This emotive component is a byproduct of an artefact’s use over time. This ongoing emotional, cognitive and sensorial
engagement with artefacts creates the perception of a direct connection to something
greater, be it an event, person, place or time. The artefact then performs a vital role as
both a conduit and as evidence of that connection.

4.1

FAST CONSUMPTION VS CUSTODIANSHIP

Cultural anthropologists and social psychologists have identified consumption as having
both positive and negative traits. Positive associations include: identity creation;
community belonging (Ahuvia 2005; Belk 1988, Belk and Tian 2011); the want of a
‘better life’ (Shove et al. 2007); enhancing the social, emotional and physical experience
(Douglas and Isherwood 1979/2002; Fournier 1991; Gell 1998); and existential
meaning making (Elliott 1997; Smith 2007). Conversely, among other negative traits
(Miller 2006; Whybrow 2005), consumption is also associated with: superficial
materialism (Fromm 1976); indifference, undermining of health and personal wellbeing (Kasser 2003; Whybrow 2009, 112); and alienation (Bourdieu 1984).
Changing over time, objects gain complicated and layered meanings (Appadurai 1986;
Belk 2006; Csikszentmihalyi and Rochberg-Halton 1981; Gregson and Crewe 2003; Jung
et al. 2011; Kopytoff 1986; Tilley 2006). Over time objects become highly contextual,
subjective, and their meaning unforeseeable (Gregson and Crewe 2003, 142). As objects
partake in social meaning making, individual relations with objects become difficult to
anticipate not only for one person, but more so for future generations. Unanticipated
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meaning and events can re-shape attitudes towards artefacts, which the designer is not
in control of, potentially rendering some functioning objects as ‘junk.’18
Reasons for premature disposal include psychological obsolescence19 (which also
encompasses lifestyle obsolescence) and waste justification through replacement
morality.
Firstly, psychological obsolescence is when an artefact is no longer part of the selfconcept and desirability is lost, or when an item is viewed as technically obsolete due to
the desire for greater innovation or features available in other similar artefacts (van Nes
2010, 120). Lifestyle obsolescence includes when one’s change in lifestyle renders an
artefact obsolete, such as when a child outgrows a cot, and the artefact is disposed of due
to a lack of reappropriation by others (Cherrier 2014, 107). Hebrok’s (2014) term of ‘disdomestication’ explains this phasing out process and dispossession of furniture,
specifically in her article Design for Longevity. Both Hebrok (2014) and Miller (2010, 97)
note that events such as moving house allow one to reconstruct and curate their
biography through furniture. Conversely, some objects, including furniture, are
specifically reappropriated to emotionally help in dealing with the loss of significant
others (Miller 2010, 147), thus demonstrating the positive role of retaining objects as a
conduit to a social other. In these circumstances, the person-object relationship defines
the status of artefacts, not the artefact’s functionality.
Secondly, replacement morality includes four identified ways in which a consumer
justifies the disposal or offloading of an artefact: by feeling that the artefact’s role has
been fulfilled for the price paid; by the fear of emerging defects; by the feeling that they
deserve the ‘new’ as a form of reward; and by the belief that the artefact will be kept in
use or stored in some way for future use (van Nes 2010, 116).
As discussed in Chapter 2, the pervasive understanding of ‘timeless’ and ‘classic’ design,
particularly within the design industries, has long been presumed to be the antithesis of
built-in psychological obsolescence. ‘Classic’ and ‘timeless’ designs are defined as
ground-breaking leaders or possessing the spirit of their time (Feill and Feill 1991, 7),

The Environmental Protection Authority in the USA states that in one year, 8,550,000 tons of
furniture and furnishings are dumped. In Waste and Want a Social History of Trash. “The United
States consumed 46 percent more materials on a per capita basis in the year 2000 than in 1975”
(EPA 2015, 3)
19 Also referred to as obsolescence of desirability (Packard 1961), emotional obsolescence
(Chapman 2005) and relative obsolescence (Cooper 2004).
18
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or reflecting pure or sublime form and material honesty (Ibid., 7; Schiermer 2016) and
thereby being long-lasting. Although this is in part true, replicas of design ‘classics’ have
demonstrated that adhering to a set of ‘timeless’ or ‘classic’ visual design principles is
problematic. If we use the analysis of artefacts set out by Verbeek (2005) the visual
language, instrumental function and the experience are much the same between original
classics and replicas or unverified originals. Yet replicas can be perceived to be just as
disposable as poorly designed and/or made artefacts while originals are revered.
Meanwhile, some poorly repaired, non-functioning artefacts may be retained and
beloved by consumers.
It is apparent that marketing fosters the feeling that one never has enough. This sense of
‘lack’ felt by consumers drives increased consumption (Crocker 2016). When the object
falls from general favour, a perceived disconnection arises, and thereby reminds one of
what is missing (Botton 2004; Elliott 1997, 289; Hamilton and Denniss 2005; Kasser
2003, Naish 2008). Advertising and the design industry have significantly contributed to
the rapid climb in relative obsolescence, moving their marketing push from decades, to
yearly, and now ‘seasonal’ (Garvey 2013, 76), (and see Appendix E).
The survey I conducted showed only 3% of respondents agreed that “seasonal and on
trend furniture is most important” in their consumption choices. Yet 20% of respondents
agreed or were neutral when asked if they “don’t consider how long furniture lasts,” and
45% agreed that furniture is a “throwaway commodity.” In a later survey question, only
33% of people in the under-64 age group “wanted” their furniture to last more than 20
years. This indicates that seasonal trends may not be important, but 67% of consumers
expect to be changing or disposing of their furniture within 20 years, and in some cases
far less. In this context, “lasting” in terms of time and aesthetics, is relative, and longevity
of furniture is considerably shorter than past decades.
As one respondent notes:
I try to buy classic, quality pieces so that they will last and fit into future houses
etc. … other short term purchases (e.g. nursery furniture, soft furnishings) I don't
expect them to last too long. (Survey respondent #83. 18-34 year-old female,
non-art/design professional)
This highlights that the design and manufacturing industry’s complicit role in reducing
product durability and reinforcing the acceptance of high product churn domestically is
infiltrating consumer’s attitudes.
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Additionally, often component life-spans differ, resulting in the entire artefact being
disposed of because costs for repair or partial replacement make buying new more
economic,20 particularly when full replacement cost is low. As professional and
layperson repair skills diminish, repair costs thereby increase and new furniture costs
have lessened relative to repair and income (Hebrok 2010), “black-boxing” makes repair
difficult, and “throw-away” attitudes to furniture are on the rise.
One survey respondent notes he would throw away an artefact, because he expects noone else to deem it worthy of repair:
[I] throw …[furniture] away if … it's too expensive to be repaired. (Survey
respondent #55. 35-54 year-old, male, art/design professional)
However, some consumers behave as custodians or carers of artefacts, reviving,
renewing or reappropriating artefacts in a new context. As ‘Fred’, the male interviewee
remarks in relation to a meat safe that he saved from destruction over 30 years ago, and
restored and still uses to this day in his kitchen:
Fred: “See this [points to timber meat-safe] I found it at a house that was getting
vandalised at Narrogin. I used to go past on my way to school. The top was off and
it was all falling apart. Dad knew the old farmer family that owned the house, and
rang them up and I just asked if I could grab it…. (2016)
Attachment refers to the level of emotional connection to artefacts psychologically
appropriated that significantly delays disposal (Sirianni and Lastovicka 2011; Thomson,
MacInnis and Park 2005) and define one’s self-concept and identity (Ahuvia 2005; Belk
1988, 2006; Csikszentmihalyi and Rochberg-Halton 1981; Heisley and Cours 2007;
Kleine, Kleine III, and Allen 1995; Schultz Kleine III, and Kernan 1989; Wallendorf and
Arnould 1988). Artefacts of intense attachment assist in sustaining self-concept (Ball and
Tasaki 1992), and can range from expensive or low cost, sacred to secular, and public to
private. Collectively these artefacts are referred to as
• loved (Ahuvia 2005; Belk 1988; Chapman 2014; Mugge Schoormans, and
Schifferstein 2009; Russo, Boess and Hekkert 2011; Thomson, MacInnis and Park
2005)
• beloved (Sirianni and Lastovicka 2011)
It is worth noting the increasing wastage of furniture’s constituent parts; “Generation of
furniture and furnishings in MSW [Municipal Solid Waste] has increased from 2.2 million tons in
1960 to 11.6 million tons in 2013 (4.6 percent of total MSW). The only recovery of materials from
furniture identified was mattress recovery.” (EPA 2015, 64).
20
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• inalienable (Curasi, Price and Arnould 2004; Weiner 1992)
• sacred (Belk 1989)
• ensouled (Jung et al. 2011)
• special, cherished and precious; used interchangeably (Belk 1988; Csikszentmihalyi
and Rochberg-Halton 1981; Curasi, Price and Arnould 2004; Tobin 1996).
It is these intense attachment descriptors for an artefact that endures which provide us
with some insight into long term ownership that is characterised by intense care of
artefacts, and the owner is deemed to have a custodial role. It is the strong emotional
person-object relationship and experiences over time that create personalised meaning
or singularisation (Epp and Price 2010; Kopytoff 1986), enabling longevity of artefacts
(Karanika and Hogg 2012). Of those singularised artefacts, even fewer retain meaning
across generations to become inalienable (Epp and Price 2008; McGraw, Tetlock, and
Kristel 2003).
Meaning, however, is changeable, particularly as one moves through life stages, and they
may transform into non-self artefacts (Kleine 1995), that are then easily discarded (Ball
and Tasaki 1992; Hebrok 2010; Miller 2010).
Inalienable and the most precious attachment objects form evidence or trigger memories
that also reinforce the self. Objects that are most emotionally tied to the self inform one’s
internalised self-worth, particularly when they are coupled with ongoing positive
experiences and values that are deemed significant (Ball and Tasaki, 1992). Loss of
attachment objects may endanger one’s self-identity (Ferraro and Escalas 2010).
Therefore, attachment objects are likely to be kept and cared for.
Belk’s (1988, 1989, 1995, 1998, 2006, 2008, 2011) empirical and seminal research
concerning collectors, custodians and consumption behaviour underpins my
understanding of intense emotional attachment and meaningful, long-lasting personobject relationships. Artefacts of attachment are argued by theorists such as Belk to
become part of the extended self, while other theorists such as Gell (1998) hold the
reciprocal position that the self becomes a part of the object. In any case, artefacts of
attachment become intertwined with the self.
Figure 4.2 summarises and collates the attachment determinants from various authors
in the field (Ahuvia 2005; Ball and Tasaki 1992; Belk 1988, 2006; Kleine and Baker 2004,
Mattelmäki and Battarbee 2002, Mugge, Schifferstein and Schoormans 2006; 2010;
Mugge, Schoormans, and Schifferstein 2009; Savaş 2003; Schifferstein, Mugge, and
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Hekkert 2004; Sirianni and Lastovicka 2011; Wallendorf and Arnould 1988), and these
are grouped into broader categories for clarity. I then link these to Verbeek’s (2005)
‘product function’ categories, with the addition of determinants associated with
commerce and sales by Fuad-Luke (2010), and my additional category, which emerged
from ongoing use over time.
The final category encapsulates particular determinants of attachment, such as the
object’s genealogy (place of origin and/or purchase, the maker and the events that
singularise the artefact) which I argue are currently not adequately covered by existing
design analysis categories. For example, heirloom artefacts made by a relative become
significant, not because of their symbolic visual appearance (although this may be copresent), but through their story-telling capacity and the physical manifestation and
evidence of the person’s effort and time. The experience of the possessor or the maker
is materially imbued in the artefact. This experience of telling the story of the artefact
over time, or its making over time, sits outside the categories of practical function, visual
product language function (because it is not purely visual but relies on other forms of
communication to tell its story), and does not meditate behaviour as a by-product of
functional use (Verbeek’s Experiential product function). Rather, it evolves and changes
over time, to function in a new way. That is, the possessor perceives the artefact to be
imbued with a special, singularised meaning, and the artefact is deemed to have these
evidential connections. The evidential function, the new category that I contribute to this
discussion, is under-theorised in design discourse.
When reviewing the literature, it became clear that attachment determinants (far right
column, Figure 4-2) such as personalisation over time through use, consumer coproduction, imbued memory of places, events and people, evidence of wear, and
perceived presence of an embodied soul or the spiritual, could not be adequately
categorised by previously identified product functions within design discourse. Nor
were the determinants adequately captured by Verbeek’s notion of mediation as a byproduct of experience. This is because attachment requires an individual’s ongoing
experience through the artefact, through engagement, an understanding or perception
of the artefact’s genealogy or uniqueness (centre column, Figure 4-2). It may give
pleasure and contribute to personal well-being as do other attachment determinants.
However, understanding the bonds possible over time requires a new analysis of how
designers can design to encourage this type of longer term person-object relationship.
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CATEGORISATION OF
PRODUCT FUNCTIONS

ATTACHMENT
DETERMINANTS

Subject to external change or pressures
for disposal

(Forlano, 2017)
SALES/ SERVICES
SYSTEMS OF PRODUCTS
TECHNICAL
physical endurance and
the making
PRACTICAL FUNCTION
Instrumentality

Exchange value

Technical
endurance

Instrumentality

SUMMARY OF ATTACHMENT
DETERMINANTS FROM
LITERATURE REVIEWS
(Forlano, 2017)

Market/ exchange value
Performance/function;
usefulness
Reliability/ Durability

Job earnings, Social Status,
Symbolic of values/ Aesthetics,
Embodied personality

VISUAL (PRODUCT
LANGUAGE) FUNCTION
Semiotic and formalaesthetic functions

Social Affiliation

Religious/ political vision,
Social connections

Experiential and emotive experiences form
enduring and stable bonds

Reflection of self/ identity

EXPERIENTIAL
By-product of function
‘technical mediation’

Personal being

Pleasurable experience/
sensory engagement; desired
feeling (confidence)/
fulfils passion/ goals

Pleasurable

EVIDENTIAL FUNCTION
By-product of use over
time. Evidence of
experience imbued
materially

Uniqueness
(incl. perceived)
Engagement

Object genealogy

Contains personalisation
moments (also narrative);
consumer initiated production;
intentional physical
personalisation (repair,
self-made, or co-creation,
involves physical and mental
effort) of various ‘co-producer’
types; personalisation through
use; memory of places/ events/
people, (also narrative);
evidence of being loved/ cared
for by others (identifying
marks/ wear/ evidence of social
interaction); perceived as
embodied soul/ connection to
the spiritual. Intimacy grows
over time.

Figure 4-2. Artefact Attachment Determinants and Product Function Relationship Map,
Forlano, 2017.
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The chart’s structure highlights that the most enduring artefacts have the qualities
represented in the lower half of the figure. Artefacts with these attachment determinants
are least easily replaced, and thereby potentially cared for by people acting as
custodians. This custodianship role is thus distinguished by a person-object relationship
that is invested with emotion over time.
As highlighted (by the top dotted outline) in Figure 4-2, attachment determinants that
are based on exchange value, technical endurance, and instrumental value, are relative
to other products being released into the marketplace, and are thus somewhat volatile,
although exceptions may be seen in rare artefacts of extremely high exchange value, such
as verified antiques or collectibles. Similarly, where attachment is based on the semiotic
function of an artefact, such as symbolising status or political alliance, this can be subject
to volatility of meaning or interpretation by media, social change, and perception of
needs (such as size and functional needs). These attachment types are worthy of
consideration for designers, but I emphasise the need to address that which is rooted in
personal experience and less subject to external influences.
The experiential evokes stronger emotional and psychological attachment and is less
affected by external influences such as the pressure by media for the newest or biggest.
In summary, the significant attachment determinants in enduring artefacts are:
• life narrative, mnemonic of places, events or people (Csikszentmihalyi and
Rochberg-Halton 1981; Cherrier 2010; Curasi, Price and Arnould 2004, 609; Kleine,
Kleine III, and Allen 1995; Mugge, Schoormans, and Schifferstein 2009;
Schifferstein, Mugge, and Hekkert 2004);
• evidence of being loved by another, for example, through gift giving or inheritance
(Wallendorf and Arnould 1988; Csikszentmihalyi and Rochberg-Halton 1981);
• embodying a significant other (Chandler and Schwarz 2010; Gell 1998) or creating
strong emotional connection to another person (Savaş 2003; Wallendorf and
Arnould 1988);
• increased intimacy over time, personalised, rare or unique (Gell 1998; Jung et al.
2011; Mugge, Schoormans, and Schifferstein 2005);
• fulfilling personal life goals or passions (Jung et al. 2011; Schifferstein and
Zwartkruis-Pelgrim 2008);
• consumer initiated personalisation, investment of effort or time, (Jung et al. 2011);
• to serve for contemplation of the inner self over time, an evolving relationship
results in retainment (Gell 1998; Jung et al. 2011; Kleine, Kleine III, and Allen 1995;
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Schifferstein and Zwartkruis-Pelgrim 2008; Schifferstein, Mugge, and Hekkert
2004).
According to Hebrok (2010) emotional determinants of attachment can guard against
disposal and place us in a better position to encourage custodian-heirloom
relationships. The following section focuses on understanding human needs through
Maslow’s theory of Hierarchy of Needs (1943), the existing interpretations of this as
related to product design, and my alternative interpretation.

4.2

MASLOW, ARTEFACTS, AND ENDURING NEEDS

Maslow’s Hierarchy of Needs has been accepted by the product design field to enable a
better understanding of consumer needs. I offer an alternative view of this theory as a
means to assist designers to build ‘emotional endurance’ into the process of artefact
development.
As Maslow states, “It is quite true that man lives by bread alone – when there is no bread.
But what happens to man’s desires when there is plenty of bread and when his belly is
chronically filled?” (1943, 376). It is broadly agreed that the Hierarchy of Needs is not
confined to modern society, age and gender, and needs such as aesthetics can be traced
as far back as the stone-age (Dutton 2009; Miller 2010; Naish 2008; Postrel 2004). While
Maslow’s categories are generally agreed upon, the dominant criticism lies in the
assumption that they should be executed following Maslow’s hierarchical arrangement
and the needs being universally innate, thereby lacking the consideration of culture and
environment as influencing factors.
Neher (1991), notes in contrast to Maslow, that it is not essential to fulfil all lower level
‘needs’ in order to pursue the needs at the higher level of the hierarchy. Furthermore,
that individuals may skip some needs and levels in their entirety.21 Hanley and Abell
(2002) and Trigg (2004) assert that in trying to achieve the ultimate goal of selfactualisation, that Maslow regarded social engagement as something to overcome.
Maslow de-emphasises the importance of relatedness. Additionally, many critics have
argued that Maslow largely ignored the influence of culture and environment on
behaviour, with a view that his ‘needs categories’ were innate in all individuals (Daniels
1982; Neher 1991; Smith 1973).

However, it is typically understood that needs are sought in a somewhat hierarchical manner
and are typically presented as a pyramid and are thus presented here in the same manner.
21
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However, in times of relative material abundance and over-consumption driven by
perception of needs in the West, the various ‘needs categories’ conceptualised by
Maslow are of significance to this research. If, for example, a person struggles to attain
basic biological and physiological needs, it is the artefacts that provide basic levels of
shelter or safety that become their most precious. It is beyond the scope of this study to
judge needs per se, and Maslow’s hierarchical ordering. However, what is of relevance
to designers, is that artefacts may fulfil needs and do not become disconnected from
changing needs over time, as these relate to the expectant life span of an artefact.
The contemporary Western societies consumption behaviour that I seek to examine in
this thesis, relates to consuming activities well beyond mere fulfillment of basic survival
needs (Plummer 1989), are pleasure-seeking (Campbell 1987) and responsible for high
disposal rates. The question of disposal rates and the disposal of still functioning objects
that I raise in Section 1.3 indicates that consumption fails to fully attain changing needs
fulfilment.
Maslow’s Hierarchy of Needs is frequently interpreted by product designers to
hierarchically order product requirements, cost of production versus sale-cost tradeoffs, and to fulfil marketing. For example, economists such as Anderson, Pasinetti and
Lavoie have adopted or adapted this theory (Trigg, 2004). They claim that as income
increases, “certain threshold points are crossed at which an individual can move on to
address a higher order need” (395). However, this approach ignores the product in
motion, its changing meaning over time, exchange of ownership and custodial practices.
Design theorists typically interpret Maslow’s Hierarchy as:
• influencing the design process to address the basic needs first, in sequence with
Maslow’s chart, to create the highest design “value” (Lidwell et al. 2003, 124; Crilly,
Moultrie and Clarkson 2004), as summarised in Figure 4-3;
• beneficial for marketing and sales purposes and to create “more favourable product
evaluations” by consumers (Yalch and Brunel 1996, 406); and
• to best address human factors in a hierarchical order, similarly to Lidwell et al., by
focusing firstly on functionality, then usability and then either pleasure (Jordan
2003) or beauty and poetry (Viemeister 2003).
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“people begin interacting with the
design in innovative ways…of highest
[design] value… achieving cult-like
loyalty” (Lidwell et al. 2003,124)
“empowering people to do things
better than previously…of high
[design] value” (Lidwell et al.
2003,124)
Clarity of affordance and is “of
moderate [design] value” (Lidwell
et al. 2003, 124)
“Consistent performance…of low
[design] value” (Lidwell et al. 2003,
124)

To meet the basic needs to the
product typology, “designs of this
level are perceived to be of little or
no value” (Lidwell et al. 2003, 124)

Figure 4-3. Maslow’s Hierarchy of Needs and Lidwell et al.’s corresponding product design
process. Forlano, 2017. Adapted from Lidwell et.al. (2003, 125).

The above interpretations in fact help drive fast-consumption, as previously identified,
by encouraging the integration of evermore features, greater consumer choice and
confusion, and the like. As technology improves, more fulfilment can be promised and
more is created at lower price points.
Two alternative positions that seek to take a more socially and environmentally
responsible approach, yet still differ to my position, are those of Papanek and Walker.
Papanek uses Maslow’s Hierarchy of Needs to define which projects deserve the greatest
attention. The most basic survival needs of the most disadvantaged should be solved first
by product designers and subsequent needs met after that (1972).
Walker uses Maslow's theory to classify enduring objects (2006b, 41) with his
categorisation focusses on artefact types in museum collections — largely pre-twentieth
century (Ibid. 39), to define which artefacts are ‘enduring’. However, many of these
artefacts no longer meet twenty-first century functional requirements and have long
been out of use. Furthermore, these museum collections reflect the curator’s or
conservator’s perspective of what is of lasting cultural and historical story-telling value
without a reflection on endurance. Walker classified objects in relation to Maslow’s
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Hierarchy in the following way: functional category at the base; social/positional
category to fulfil esteem and belongingness; and an inspirational/spiritual category of
objects which he claims serve as reminders of profound understanding or beliefs (Ibid.
40) (Figure 4-4).

Figure 4-4. Maslow's Hierarchy of Needs and Walker's corresponding object categories.
Forlano, 2017

I suggest instead, that we utilise Maslow’s hierarchy to inform a strategy designed to
strengthen the person-object relationship and thereby artefact endurance and in
everyday contemporary use. My focus has been on anthropological research that
determines what is considered enduring, special and precious by a community, extended
family or individual. I utilised the results from my surveys and interviews to relate, for
the first time, the ‘enduring’ artefact in action and through experience over time to
Maslow’s hierarchy. The outcome of this research informs my Enduring Design
Framework.
Papanek’s perspective on Maslow’s Hierarchy to direct designer’s efforts toward first
addressing the most disadvantaged people’s needs is laudable. However, it is also
important to consider ways of reducing Westerner’s waste through overconsumption.
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My focus on reducing overall consumption and waste moves beyond Papanek’s
argument, to encourage socially responsible design, because:
i) The magnitude and impact of rising consumption due to extremely low cost,
poorly built disposable artefacts, directly affects the employment conditions and
income of the disadvantaged (Defazio 2004). As shown in my survey, 45% of
respondents agreed that furniture is a throwaway commodity and 9% actively
sought out ‘cheap’ furniture. One respondent who answered that they ‘somewhat
disagree’ that they ‘seek’ out cheap throwaway furniture also stated:
…depends on if you just want it for the kids when they are little and replace [it]
later on, then [I] choose some cheap ones. (Survey Respondent #77, 18-24 age
group, female, non- art and design professional)
ii) Waste, toxicity, water quality and environmental damage caused by disposal
affects the poorest communities most significantly (Bullard 2000; Pellow
2004).
To demonstrate this alternative interpretation of Maslow’s Hierarchy of Needs in relation
to artefacts, the figure 4-5 shows product typology examples that relate to each need
type, and a brief description of their person-object relationship. This shows how
furniture and architectural artefacts can go beyond fulfilling basic survival or
convenience needs to attempt to meet more enduring needs, such as the psychological,
belongingness, esteem, cognitive, aesthetic, and self-actualisation or transcendent
needs. Based on this interpretation I then explain the person-object relationship
characteristics of enduring artefacts in relation to the Enduring Design Framework
(Forlano, 2017).
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Figure 4-5. Object Typology Chart of Maslow’s (expanded) Hierarchy of Needs (1970).
Forlano, 2017. Adapted from McLeod (2017, fig. 3).
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Inalienable and enduring objects typically carry a connection to belongingness, social
others, places, times and events (Csikszentmihalyi and Rochberg-Halton 1981;
Schifferstein, Mugge, and Hekkert 2004; Wallendorf and Arnould 1988) through
memory. Memory is intrinsically linked with objects as they “furnish recollection…
stimulate remembering… (and) form records” (Kwint 1999, 2) of one’s life, and thereby
objects carrying this memory fulfil higher level needs.
During my fieldwork on custodian-heirloom behaviour, an interviewee who is also an
artist supported this notion that artefacts can act as transcendence, that is to help him
self-actualise, as one of his collected ‘special’ artworks not only fulfils his cognitive and
aesthetic needs but acts as evidence of another’s self-actualisation:
Fred: …I find (it) inspiring [the work of another artist] … because often when I go
to paint and do work … [I see] something like this, he’s just pushed on, and kept
working…So it’s inspiring me to, uh… keep working. And having stuff up, like those
cuttings and stuff, and a lot of the stuff that I collect … [contains] essence of
something… an interesting balance that is often quite hard to pull off
[artistically.] (2016)
For this artist, works by others can drive his self-actualisation.
A similar example emerged when I was conducting research for the creative work, The
Unforgotten cabinet. The participant’s most precious objects were those that she had
kept for over 60 years in a small box that best verified social relationships and the selfactualisation of her mother; a significant ‘past other’ whom she had never met. The
objects of handcrafted silk lacework, handwritten transcribed poetry, and illustrations
by her mother, were precious and retained because together they were a verifiable
connection to her mother, and a material possession containing evidence of her mother’s
mastery of a hand-skill.22 These objects thus fulfil the role of a sacred or heirloom artefact
via their connection to an ancestor’s past existence.
Consequently, these special objects reflected back upon her through ownership, by
fulfilling a sense of belongingness and identity through the object, thus fulfilling
Maslow’s belongingness needs. While some objects may fulfil needs temporarily, it is
These artefacts were described by the client as being created in the last year of her mother’s
life and were created for her new family life as an expectant mother. As the work is of a decorative
and non-essential nature it can be presumed that this was made to her aesthetic desires. As one
of the last works she created, it is seen as precious and high quality by her daughter, and thereby
is presumed by the daughter to be the best work of her mother’s, thus the closest attainment of
creative self-actualisation.
22

51

clear that the non-functioning attachment to these precious (or enduring) objects which
their owner had kept for over 65 years was due to their role in connecting and verifying
her identity.
In summary, many objects provide consumers with wide and more affordable choices to
facilitate survival needs, but these are easily replaceable or temporary, as identified for
example in the lower left quadrant in Figure 1-2. Objects of greater significance such as
those deemed of beauty, with poetic qualities (Viemeister 2003), may meet needs for
esteem, belongingness and cognitive fulfillment, or what is typically referred to as higher
needs, and these do satisfy in a more emotionally enduring manner. However, it is also
those objects that facilitate the fulfilment of a variety of needs that become the most
socially or emotional enduring. Within this group, I include religious icons, inalienable
family heirlooms, or community artefacts such as museum artefacts, sacred sites,
religious or cultural totems, and so on. This suggests that prior research in applying
Maslow’s theory to product design has failed to interpret artefacts in this way and has
not considered the evidential role of artefacts in fulfilling all human needs.

4.3

THE NEED FOR EVIDENTIAL QUALITIES

The main point that I make via this exegesis and associated design practice is that vital
aspects of enduring artefacts are not typically captured in design discourse or
considered in depth by design practice. The pervasive approach to understanding design
functions fails to consider what I term the evidential function of enduring artefacts. The
evidential function of artefacts includes the ability of artefacts to act as evidence or verify
a past. For example, artefacts function to help recall memory, verify social connection
(for example, ownership of heirlooms asserts the social role within the kinship group),
or proof of past experiences, such as travel, events or incidences. By failing to
conceptualise how artefacts can confirm one’s biography and conversely can contain a
biography or social life of their own, designers are failing to consider designing for
attachment and endurance, that simultaneously offer opportunities to fulfil Maslow’s
higher needs.
As Baudrillard notes in The System of Objects, it is the “unique… folkloric… and antique
objects… that answer to other kinds of demands such as witness, memory, nostalgia or
escapism” (1968, 77). These objects fall partly outside of design theory and analysis of
artefacts, as the tangible evidence of experience is not generally within the control of
design.
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There is too, a fear of the loss of self through the loss of the authentic material witness
(Belk 1988, 142), whether it is through natural entropy or through failure of taking care
of the object, indicating the importance of the authenticity of the object as evidence of
experience. This fear of loss of self (via the object) or its authenticity also elicits custodial
practices in the possessor. This reinforces why the evidential function is of prime
importance to the design of enduring artefacts and the creation of ongoing experiences
to engender custodianship.
I have used attachment studies and anthropology, as these have enabled me to discuss
the experiential qualities that are imbued in artefacts, such as significant events and
values, the embodiment of a social other, and the fulfilment of significant needs. Even so,
I found that I needed to further develop Verbeek’s post-phenomenological framework,
as it addresses experience only in terms of object mediation and agency, that is, as a byproduct of its functional use. Consequently, it still falls short of capturing the evidential
function of artefacts through experience.
A Saussurian semiotic perspective is typical in much object design analysis (Vihma
1995). In semiotics, visual signs stand in for something outside the object itself and
would assert that an object with a particular signification or 'personal meaning' to the
owner could be replaced with a new equivalent/replica (Grayson and Shulman 2000).
Yet it is clear from the findings that the evidential nature of artefacts is a result not of
how something appears, but of experience, and that the perceived direct connection to
another that is embodied within the artefact (place, person, event or time) plays a major
role in attachment and is thus also not entirely captured by Semiotics.
The evidential is also largely immutable in comparison to the symbolic. It is the longterm immutable, irreplaceable and inalienable qualities that through the passage of time,
creates an evolving person-object relationship with depth of emotion and memory that
should be captured within an Enduring Design Framework.
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As Curasi, Price and Arnould note in relation to artefacts that are passed onto to others:
Keepsakes are indexical symbols, items with an evidentiary function, able to
serve as a testament to important life events (Grayon and Shulman 2000)… In
part because of the salience of corporally indexical associations, researchers
question whether keepsakes can and will be retained by future generations
…yet research shows older generations… bequest keepsakes in the hope that
they will become inalienable… (and) stay in the family. (2004, 610)
This aspect of reappropriation of enduring artefacts and the irreplaceable quality of the
'used' is of particular importance. It demonstrates the need for care and custodianship
through the passing down of stories, potentially embodied in the artefact’s materiality.
Therefore, I have expanded Verbeeks’ object analysis approach.
Verbeek identifies three core functions of artefacts:
•

Technical mediation function (the by-product of the object in use);

•

semiotic function (the indicative, connotative and formal-aesthetic functions that
are the by-product of the object appearance), and;

•

practical function (the instrumentality).

The additional category I propose is the evidential function; that is, the by-product of use
over time. It is over time in which the artefact becomes singularised, as it is imbued with
social relations and forms evidence of existence of past events, places, and people.
The artefact that serves as evidence or a reminder of activity or achievement that meets
Maslow’s higher needs of esteem, belonging, and actualisation as well as contemplation,
and Borgmann’s ‘engagement’ (1995, 15), is coveted, as shown in the summary of
attachment determinants (Figure 4-2). In this way, artefacts fulfil a higher motivation
through a mnemonic link to self-actualisation, values and engaging activities typically
characteristic of how heirlooms are related to.
Design theorists widely ignore the evidential aspect of artefacts. For example, Walker, in
his categorisation of museum artefacts, describes their value in terms of “utility…
decorative and aesthetic qualities, and/or their symbolic or ritualistic roles” (Walker
2006b, 40). Walker fails to identify the more overarching and important aspect of the
museum collection; that is, the authentic and evidential nature of the artefact.
Furthermore, he then applies his incomplete analytical understanding to the design of
enduring artefacts.
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In the retainment of artefacts and how they cue custodianship and care, design must
consider the irreplaceable quality that emanates from the evidential function, that is in
turn perceived to be embodied materially. The evidential function is a by-product of our
experience with an artefact, in which we imbue it (or in which it becomes ‘contaminated’
in the Belkian sense) with a singularised quality that deems it irreplaceable. This
phenomenon is particularly obvious in the difference between the original and a replica.
The original is deemed irreplaceable, whereas the custodian and holder of memories
does not regard an artefact that is equivalent in every technical way as the same as the
original. I have thus revised the Object Analysis Chart by Verbeek (2005) to contain my
theoretical contribution.

Verbeek’s Post-phenomenological categories

Intended use (Gros)

PRACTICAL FUNCTION
through human
use reveals

PRODUCT
+ USER =
PRODUCT
FUNCTIONS

through
human visual
interpretation
reveals

interaction
shapes human
action
resulting in

over time the
person-object
relationship/s
informs the

Instrumentality

VISUAL (PRODUCT
LANGUAGE) FUNCTION
Semiotic and formalaesthetic functions

EXPERIENTIAL FUNCTION
By-product of use
‘technical mediation’

EVIDENTIAL FUNCTION
By-product of use over
time, Experience
imbued materially

Material utility (Muller)
Semiotic functionsa) indicative (denoting up/down,
a type of interaction)
b) connotative (symbolic, turns a
product into a symbol,
reflecting lifestyle, status etc…
highly changeable)
Formal-aesthetic function (spatial
features, material, surface finish,
embodies characteristics)
Human actions are shaped by
interaction or activity with the
artefact.
Human’s experience with the
artefact when interacted with
over time to imbue the artefact
with additional social meaning
and function as ‘evidence’ or a
‘witness’ to history.

Forlano’s contribution

Figure 4-6. Revised object analysis chart, Forlano, 2017. Adapted from Verbeek (2005,
206).

In Chapter 5, I explicate my theory through an Enduring Design Framework and apply it
to my practice in Chapter 6.
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CHAPTER 5

EMERGENCE OF AN ENDURING
DESIGN FRAMEWORK

When designing for long-term emotional endurance, active consideration of the longterm needs of the first owner and the reappropriation rituals of subsequent owners is
required. Reappropriation through the physical endurance and quality of production is
often indirectly considered by designers, such as by cleaning, restoration or other forms
of renewal to an object’s preferred state. However, this thesis informs designers by
revealing a range of reappropriation rituals and acknowledging the possible design
approaches to facilitate these rituals, with the aim of empowering them to design for
artefact endurance.
This chapter opens with definitions of the three reappropriation rituals — recovery,
divestment and transformation — identified by Gregson and Crewe from their research
into second-hand culture and reappropriation. I identify two additional rituals that are
implied within other literature or observed from industry practice and research but are
not yet conceptualised as reappropriation rituals. These are ‘custodial priming’ and
‘curatorial reframing’ rituals. They are particularly pertinent to the Enduring Design
Framework, as they enable re-use cycles that evade disposal. Although these rituals are
characterised by actors other than designers — the curator, bestower and custodian —
they can be facilitated through the design process, as I will illustrate.
Building on the rituals identified, and my research into custodial practices, I have
developed an Enduring Design Framework that will inform the design process for
artefact endurance. Each constituent principle in the Framework synthesises
attachment theory and the person-object relationship, enduring needs, and
reappropriation. These are supported by practice exemplars and personal creative
exploration. Importantly, each principle contains a summary of tangible ways the
principle may manifest as a guide for designers. I discuss my own creative practice at
length, from which the principles emerged or were reflected, in Chapter 6.
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5.1

ACTORS AND PROCESSES THAT EXTEND ARTEFACT LIFE

There is a range of behaviours that consciously extend artefact life, despite the market
and industry driven push to overconsume. ‘Conscious’ or ‘voluntary simplicity’
consumers are driven by the desire for a better life, better world, or more
environmentally-friendly consumption behaviour (Cherrier, Black and Lee, 2011).
However, these behaviours are in the minority (Devinney 2006; Devinney, Auger, and
Eckhardt 2010). Consumers, despite claiming to desire ethical consumption in surveys,
rarely carry this out in practice (Devinney, Auger, and Eckhardt 2010; Eckhardt, Belk,
and Devinney 2010).
My research acknowledges this phenomenon, where attitude varies from behaviour, and
accordingly, I focus on custodial and reappropriation behaviours — how these occur,
and how they can be encouraged by design.
Successful custodial and intergenerational transfer relies on the new possessor’s
reappropriation rituals. Gregson and Crewe’s (2003) study of second-hand consumption
culture identifies three reappropriation processes that enable connection to the new
possessor:
1. ‘Recovery rituals’ are built from traces of the previous owners to create “meaning
through real or imagined historical reconstruction… [meaning that consumers
believe these qualities are] trapped within the commodity” (Ibid., 147). Here the
“consumer’s work” (144) in recovering a story is fundamental.
2. ‘Divestment rituals’ are where traces of the former owner are removed, enabling
new psychological ownership (Gregson and Crewe 2003; McCraken 1986, 80). The
original design is cleaned, renewed, or has parts replaced. Importance is placed on
removing odours, stains or unwanted traces of prior ownership or another’s
identity (McCraken, 1986, 80) and returning it to a perceived previous state.
3. ‘Transformative rituals’ focus on the consumer’s transformation of the artefact “to
transfer, obscure, lose or restore the meaning of goods when they change hands”
(Gregson and Crewe 2003, 144).
Designers rarely consider the potential of imagining or romanticising an artefact’s past
when designing goods. Artefacts can enable a sense of (re)discovery via a story or
through evidence of a pattern of use. Appadurai (1986) and Kopytoff (1986) refer to this
as part of an object’s ‘social life’. This imagined artefact life is typical of custodians and
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collectors (Belk 1995) and enables ongoing interest and artefact empathy. Narratives
form connections to significant events, people, kinship relations, expression of another
time, or the artefact’s fabrication, but are, as I discuss later, underexplored by design
practice in the built environment.
However, there is a gender difference in this experience. Gregson and Crewe point out
that “…narratives of the imaginary potential of commodities are… almost exclusively
from men” (2003, 154-5), whereas women focus on factual stories. This is confirmed
through interviewee’s stories in this study.
Many of my male respondents found that artefacts were contaminated with what the
collector imagined to be imbued meaning. Their experiences support the notion that the
surface and transformation of form can become an opportunity for storytelling. For
example, Fred had imbued the axe head (and other artefacts) he showed me with an
imagined history;
Fred: I could see where [the original owners] had been using the axe and it had
broken…. But they didn’t throw it out… the pattern of wear on it, [indicated] they
had been using it as a hammer… Even though it was broken… it had worked and
worked and worked. (2016)
Here, as with many other artefacts, he did not know the owner or have any indisputable
evidence of the artefact’s history, but instead pieced together a plausible, imagined story;
Fred: [I]t’s almost like being a detective. A lot of the photos were from [the
previous owner’s] overseas trips, going down the Suez Canal in Egypt… Now these
boxes [in which they were found] were … [the type] ocean liner companies would
get from the different manufacturers. (2016)
In contrast, my female interviewee and survey respondents recalled only factual and
kinship stories. The stories were either handed down or obtained through direct
experience. Louise, for instance, discusses how a piece of furniture was used in the family
home, its provenance, materiality, and what was stored within it:
Louise: …this item… was made for records…. It’s got sliding glass for the front,
[but one of my sons] went backwards on the chair and smashed [a glass pane] …
[M]y grandfather…made this one…he was an inventor in Holland. He was an
artist… I remember my grandmother had it in her house. And then…my parents
had it for a couple of years until I moved out... I think it was only five years… and
then [they] pass[ed it] on [to me]. (2016)
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The data from the two in-depth interviews and survey with 86 respondents that I carried
out reinforced the findings from background literature and the need to separate
imagined stories from the authentic ones.
Not all survey respondents engaged in divestment rituals; some only sought secondhand items and collectibles that they did not want to change. However, their responses
more generally indicated that if designers planned for ease of divestment and
transformative rituals, artefact longevity could be extended. One female who responded
that she did not restore furniture commented that: “If I had restoration skills, I'd answer
differently!” (Survey respondent #7. Female, 35-54 years of age, non-art/design
professional, 2016). Enduring design should then consider ways in which the design
enables less costly or more self-evident ways to repair, replace or renew parts.
In summary, Figure 5-1 shows Gregson and Crewe’s reappropriation rituals in the upper
section. An owner dispossesses the artefact, and the artefact may or may not undergo a
ritual of recovery, divestment or transformation by a consumer and is subsequently reowned by a new possessor and the cycle continues, or/until it is discarded.

5.1.1

BESTOWERS AND CURATORS

I have identified further rituals in second-hand culture illustrated in the lower section of
the figure. Although Gregson and Crewe refer to second-hand dealers, they fail to identify
these actors and the distinctive ritual that occurs; I have termed this ‘curatorial
reframing ritual’. The final ritual I have named is the ‘custodian priming ritual’ occurring
when the owner, who acts as a bestower, primes the future custodian. I have named
these rituals and actors (shown below the dotted line in Figure 5-1) based on existing
research. I conceptualise these two rituals as part of reappropriation rituals to highlight
the potential for design to facilitate these processes.
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(Gregson and Crewe, 2003).
owner

recover,
divest or
transform

dispossession

discard
(Forlano, 2017)

reframe

custodian

curator

bestower

prime

Figure 5-1. The Process, Actors and Rituals of Reappropriation. Forlano, 2017.

While Gregson and Crewe’s ‘recovery ritual’ relies on the “consumer’s work” (2003, 144)
in recovery, custodial priming differs, as the owner or someone acting on their behalf
psychologically dispossesses the artefact, and then becomes the bestower by
transferring the imbued meaning to another person. The ritual is characterised by a
future ‘custodian’ being selected and primed with artefact knowledge by the bestower
for their caretaking role of the artefacts and its stories (Curasi, Price, and Arnould 2004,
611). The uniqueness of this ritual compared to those identified by Gregson and Crewe
is that the artefact’s story is intentionally transferred (not recovered or constructed)
through a social network or literature.
Priming may occur over years and be highly detailed or bestowed with little information
to maintain the artefact’s narrative. Bequeathing or bestowing objects is typically
prevalent amongst kinship relations. However, I found no design practice examples that
were specifically designed to ease kinship narrative transfer between the bestower and
custodian. My creative practice addresses this absence and ways of transferring
narrative through the artefact to encourage endurance and reappropriation. This is
discussed in Chapter 6.
A custodian is in care of and has a compassion toward artefacts. For Elkman (2010),
compassion emerges from empathy. Theodor Lipps describes Einfühlung or empathy for
an object as “the ability to sense an inner movement that takes place between the object
and the subject” (Lipps 1905, cited in Bruno 2014, 194) on the basis of a psychic state of
closeness, pleasure and interaction (Bruno 2014, 194). This raises the need for design
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practice to incorporate opportunities for closeness, pleasure and interaction, to
encourage custodial practices and bestowal in lieu of disposal.
The final ritual I identify is the ‘curatorial framing rituals’. These rituals are performed
by a curator — be they a collector, aficionado, dealer, or professional curator — as an
intermediary between the users’ ownership. Here the knowledge about the artefact is
not only retrieved but is culturally framed (Miller 2010). By this I am referring to how
an object’s meaning is imbued by an expert or curator’s ‘framing’.
Framing can occur through informal display or formally through media, an historical
museum, or its lodgement in the collection of a noted group, famous individuals or
curators. Here the intermediary’s expertise can re-ignite or create a new meaning and
value in objects through ‘aficionado-appeal’. What an ordinary person may not notice,
may be of importance and a salient distinction to aficionados (Jung et al. 2011, 67) which
raises the artefact’s perceived value, giving it ‘aficionado-appeal’. Aficionado-appeal
emerges when knowledge is developed among a community of individuals interested in
that genre or artefact type (Jung et al. 2011, 67).
Gregson and Crewe refer to the owner’s interest in authentic artefacts so they can
exercise their connoisseurship and knowledge or imagining of an artefact’s history
(2003, 154). Gregson and Crewe refer to object ‘geographies,’ such as museums and
auction houses, to car boot sales or opportunity shops, as contributing to artefact value,
but do not recognise this as a separate ‘framing’ ritual, nor do they identify the
intermediary’s role as contributing to a distinctly different ritual.
The curatorial priming ritual is distinct, as the intermediary acts as a curator, reframing
artefact meaning by transferring knowledge to the unaware and unskilled consumer.
The imbued quality is inferred by how the work is framed, not through recovery or
imagination by the consumer. The consumer may never gain the skills of a connoisseur
or aficionado. Instead the curator acts to inform others, raise interest in the artefact and
extend its lifespan, which would otherwise not occur.
Pamono are an online “one-of-a-kind marketplace [of] distinctive design objects”
including vintage, antiques and collectibles (Pamono, 2016). The webpage of Pamono,
shown in Figure 5-2, exemplifies this form of ‘framing’ phenomena by curators and
re/sellers. Through the ‘curatorial framing ritual’, they have identified particular
second-hand, mass-produced goods by the world leader in low-cost, high-volume
furniture production, IKEA, and re-framed the artefact as a collectible.
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Figure 5-2. Screenshot of Pamono’s webpage for search result ‘IKEA’, 2016.
Source: www.pamono.com. Accessed 24 September 2016, https://www.pamono.com/
catalogsearch/result/?q=ikea
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Pamono’s connoisseurship and knowledge reframes the perception of the artefact by
creating a provenance and object genealogy. Their framing techniques include
identifying the furniture as part of their exclusive ‘vintage’ collection of historically
relevant works, the price point, naming the designer, giving a detailed description, and
providing verifiable expert knowledge to the consumer. This framing extends product
life-span and enables artefacts to re-enter the use cycle.
The five reappropriation rituals I have described, which are largely unconsidered in the
design process, must be understood and incorporated in order to develop enduring
design strategies beyond a single owner. These reappropriation rituals reveal
considerations for designing artefact endurance and the associated consumer
behaviour, such as: object empathy, ability and creativity in re-purposing, re-imagining
and reconstructing artefact history; information transfer through priming or framing;
and how future owners may need to divest or transform artefacts. These behaviours
retain, care for, restore, and ‘rescue’ objects through a perceived social life and historical
relevance, saving artefacts from disposal.

5.2

AN OVERVIEW OF ENDURING ARTEFACT CHARACTERISTICS

Of particular relevance for this research into furniture and the built environment is the
age at which people aim to control their physical environment. During a person’s late
teens and early twenties, important artefacts are typically those that reflect esteem and
achievements. Beyond this age, artefacts that come to represent memories, kin, social
values and social group belongingness, are increasingly associated with attachment
behaviour (Csikszentmihalyi and Rochberg-Halton 1981, 119).
This alignment of the age of furniture consumption with the desire for artefacts
reflecting memory and belonging was evidenced in the survey. Table 5-1 reveals the
extent of respondents’ agreement on what defines long lasting artefacts characterised
by intergenerational ownership, and the responses in relation to the instrumental,
aesthetic/ visual and experiential functions of artefacts.
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Table 5-1. Heirloom qualities in descending order according to survey responses . Forlano,
2017.
Heirloom qualities

Instrumental

Aesthetic/

Experience

visual

Overall %
agreement

Personal significance

X

94

Mnemonic of life story

X

86

Are to be cared for

X

86

Mnemonic of the past/ based on its past

X

84

X

79

X

77

X

X

75

X

X

69

Are well made

X

X

Heirlooms can’t be bought at a shop,
they emerge over time and through
experience
Memorable and unique
Rare or difficult to replicate

X

Nostalgia is visible in its design or
appearance

X

66

Are aesthetically timeless

X

46

Are not mass-produced/are handmade

X

41/40

Have patina or an aged surface

X

32

Heirloom’s aesthetics need to fit into the
aesthetics of your space

X

20

Are based on appearance

X

17

Despite the design rhetoric that ‘timeless’ or ‘classic’ design endures, only 46% of survey
respondents thought heirlooms were aesthetically timeless; 23% thought they were
simple and elegant in form; and only 13% thought heirlooms should be able to ‘fit’ into
any décor.
Furthermore, although furniture consumption attitudes may have shifted in recent
decades, this survey reinforces that the most enduring are defined by the artefact’s
experiential, relational and mnemonic role developed over time, as identified by
Csikzentmihalyi and Rochberg-Halton (1981, 61).
Objects with the deepest attachment are found to be mnemonic of significant life events,
people, places and times (Ibid.). This reflects Maslow’s Hierarchy of Needs, and yet
attachment is rarely explored in contemporary design.
The design of enduring built environment artefacts that connect to self-identity in terms
of “higher level qualities such as intellectual honesty, spirituality, and connectedness”
(Ball and Tasaki 1992, 170), or connect to kinship identity (Heisley and Cours 2007) or
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a “group spirit” (Csikszentmihalyi and Rochberg-Halton 1981, 34), offers opportunities
for connection to enduring long-term identity for multiple generations. For example,
Heisley and Cours’ “kinship-embedded self” is the self embedded within the identity of
one’s family, that is part of the ‘self’ yet is not part of the selfhood that changes due to life
events (2007, 426). The kinship-embedded self remains highly personal, powerful and
unchanging, as it refers to historical belonging within kinship relations. This indicates a
significant consideration for the design of enduring artefacts that can grow with the self’s
changing needs yet remain relevant and can also be reappropriated by relatives over the
artefact’s lifetime.
Recent studies demonstrate that people who collect or keep obsolete objects,23 yet fail
to dispose of these, do so to remain connected to others, to provide a sense of security,
and to keep history and memory alive while creating a new future where past and
present co-exist (Cherrier and Ponnor 2010). Inalienable objects, that is, objects of deep
connection to kin and deemed irreplaceable, to be retained and conserved, fulfil this role.
Connection adds to the perceived stability of the inalienable possession and can defuse
the perceived sense of ‘lack’, which, as noted by Crocker (2016), drives fastconsumption.
Enduring objects are also a form of symbolic materialisation of idealised moments,
whether imaginary or real (Gregson and Crewe 2003). Sacred or spiritual objects take
this a step further and provide reification of the immaterial and spiritual values, to
enable self-actualisation and the self-actualisation of others. Although the purpose of my
research is not an attempt to form spiritual connections, it does look to emotionally
enduring qualities that symbolise or create material connection to the past, to social
relations, and transcend superficial materialism as a means for object endurance. I
contend that intergenerational longevity can be afforded by embedding opportunities
for enduring values and needs and creating social connections and an idealised
narrative.

This statement is related to healthy collector and consumer behaviour, that is, it excludes nonfunctional hoarders (Cherrier and Ponnor 2010).
23
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5.3

UNPACKING ENDURING PERSON-OBJECT RELATIONSHIPS

What are the person-object relationship characteristics of enduring artefacts? In
summary, it is now clear that the most enduring of objects are intrinsically linked to the
person-object relationship, particularly as it extends beyond merely functional or
aesthetic needs, but supports higher psychological needs and acts to remind or verify
experience. It is clear that enduring objects are not based on aesthetic or functional
achievements alone, but are instead dependent on the relationship between person and
object.
The characteristics which emerged can be positioned along a continuum from the
person-object relationship that results in artefacts of premature disposal, to those
contrasting characteristics of enduring artefacts. Table 5-2 introduces a summary of the
person-object relationship characteristics of enduring artefacts, built from the literature
reviewed and discussed thus far. The perception of the person-object relationship that
leads to endurance is then translated into enduring design approaches in Table 5-3 and
explained in detail thereafter.
Table 5-2. Factors affecting person-object relationship endurance viewed as extremes
along a continuum, 2017. Forlano, 2017.
Perception of person-object relationship
that leads to early disposal

Perception of person-object relationship
that leads to endurance

Impersonal P-OR

Personal P-OR

Non-self-concept P-OR

Self-concept P-OR

Disconnected P-OR

Connected P-OR

Obscured and indistinguishable P-OR

Authentic and Irreplaceable P-OR

Disenchanted P-OR

Enchanted P-OR

Function-based and lifeless P-OR

Social relation based and lively P-OR

Temporary P-OR

Evolving P-OR

Although artefacts reveal identity, when objects are globally accessible by disparate
social groups and mass produced, their meaning fluctuates and is readily influenced by
external factors and marketing (Tilley 2006). Commercial furniture is marketed to
highlight ‘newness’, to trend associations and for short-term enjoyment, rather than
matching the duration of emotional connection to the duration of the artefact’s
functioning life.
Design, associated industries and lifestyle factors have successfully participated in
making consumers; that is the consumption of resources in an endless cycle, resulting in
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frequent purchases and waste. I hypothesise design can make custodians; that is
encourage a person-object-relationship responsive to the call of things, their power,
agency and empathy, to care for, retain, prime and hand them on to others.
Contradictory to the prevailing consumer behaviour, collector and custodial practices is
markedly different. Custodians raise the status of the object through recontextualisation, giving it new meaning and a special physical and metaphorical place
in their world.
Designers can imbue artefacts with qualities that afford custodian-heirloom behaviour
through the following strategies:
• Move beyond shallow or temporary fashionable meaning to a more intimate,
personal and cherished relationship to the artefact.
• Enable opportunities for reflecting one’s positive self-concept, in keeping with
Maslow’s esteem needs.
• Deepen the extent of meaning making opportunities to include kinship.
• Create works with greater authenticity, uniqueness and irreplaceability to
encourage a caretaker relationship toward the artefact.
• Provide opportunities for enchantment, awe, wonder or discovery in the artefact, a
way to maintain engagement in the person-object relationship to fulfil ongoing
cognitive and aesthetic needs.
• Create opportunities for the possessor to be reminded of significant social others
and social values.
• Enable an evolving relationship to maintain the possessor’s engagement.
Significantly, the literature research and the survey and interview responses indicate
that artefacts that demonstrate a multitude of the above traits create stronger personobject relationships. This supports Belk’s (1988; 1995) and Gell’s (1998) assertion that
a person’s life and the object’s life then appear to bind and entangle themselves, so the
artefact becomes a part of the self, through self-extension and the self as contained
within the artefact. It is this entanglement between object and person that creates strong
irreplaceable qualities that should be sought in the design of artefacts.
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5.4

THE ENDURING DESIGN FRAMEWORK

The attributes discussed above are the basis of a framework to assist designers to create
new works and/or theorists to critique existing works and their potential for emotional
endurance. Table 5-3 indicates the links between the findings of enduring person-object
relationships (left column as summarised in Table 5-2), my proposed enduring design
approaches (central column), and how it fits within the post-phenomenological
understanding of object function categories (right hand column), as discussed
previously. The definition of each of the twelve constituent parts is then expanded upon
in the following sections 5.5 to 5.16.
Table 5-3. Enduring Design Framework Summary. Forlano, 2017.
Perception of POR
that leads to
endurance

Personal P-OR

Enduring design constituent parts

Object function category

Design for Bodily Accordance
through direct bodily interaction with surface,
form and motion
Design for Empathic Visual Relations
through visual and spatial cues

Mediatory function

Self-concept
P-OR and
Connected P-OR

Design for Kinship and Self-relatedness
through connection to self or extended family

Product language and
Evidential function

Design for Self-actualisation
reflect a cognitive and emotional goal
Design for Community Connectedness
through cues to wider social groups

Product language and
Evidential function
Product language and
Evidential function

Authentic and
Irreplaceable
P-OR

Design for Framed Provenance
through factual knowledge of origins

Evidential function

Design for Narrative
through user constructed or imagined stories

Product language and
Evidential function

Design for User Interaction
Through using, making or co-designing

Product language and
Evidential function

Design for Enchantment
through engagement and contemplation
Design for Liveliness
through relational and visual
anthropomorphism
Design for Aging
aging over time

Product language and
Evidential function
Product language and
Evidential and
Mediatory function
Product language and
Evidential function

Design for Evolving Physical Transformation
through cognitive, visual and physical
engagement

Product language and
Evidential function

Enchanted P-OR
Social relation
based and lively
P-OR
Evolving P-OR

Product language and
Evidential function

The design precedents used in this chapter are relatively ‘young’ artefacts, yet to be
tested for longevity through time. However, as I am focused on contemporary and future
solutions, and manufacturing processes have transformed considerably in the last 20
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years, it is a more appropriate way to demonstrate these principles through
contemporary examples to assist practising designers.
The Enduring Design constituent parts are illustrated in Figure 5-3 and is explicated
thereafter.
evolving
physical
transform-

aging

ation

bodily
accordance

liveliness

enchantment

selfactualisation

Designing for
emotional and
psychological
endurance
considers:

user
interaction

narrative

framed
provenance

empathic
visual
relations

kinship and
selfrelatedness

community
connectedness

Figure 5-3 Enduring Design Framework of the Twelve Constituent Parts. Forlano, 2018.

5.5

DESIGN FOR BODILY ACCORDANCE

Designing for bodily accordance involves traits intrinsic within the work (without
requiring symbolic or cultural interpretation), that emerge from direct sensory
interaction with the object. They fulfil a mediatory function as an experiential byproduct. Particularly relevant to this research is how the form of the artefact can
physically accord to bodily movements to seemingly know the user, in the way that it
conforms easily, moves with the user’s movements to provide extreme comfort or is
perceived as a perfect fit, and thus feels personalised. The sensorial pleasure and the
accumulation of intimacy over time with the artefact increases artefact attachment (Jung
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et al. 2011; Schifferstein, Mugge, and Hekkert 2004), and I argue that this can be created
within built environment artefacts through bodily accordance.
As theorists of sensory design assert, the machine and modernist aesthetic have largely
occluded memory and the full spectrum of the senses (Bachelard 1994; Pallasmaa 2012;
Malnar and Vodvarka 2004). Although design practice takes the tactile and ergonomic
into consideration, such as the physical contact being pleasurable to touch, it can also
consider the ability of artefacts to foster comforting mnemonic experience and be
emotive, by virtue of temperature, texture and ergonomics. As Atakan (2014) notes,
although not effective for the entire population, individuals who have a non-functional
need for touch can develop attachment through “positive haptic stimulation.”

5.5.1

SURFACE AND FORM

Surfaces and forms such as arm rests, head rests, cushions, and table edges provide
distinctive opportunities for engagement that provides unique physical and thereby
mnemonic comfort. Details such as leather can be sensorially reminiscent of human skin,
and soften over time, adapting to the human form. These surfaces and forms can
subconsciously evoke the memory of human-to-human comforting actions, such as
hand-holding and parent-to-child cradling, for example, with handles that accord to
palm of the hand and are warm.
The Enveloppe Sofa by Inga Sempe (Figure 5-4), can provide mnemonic comfort by
recalling a childhood blanket, soft-toy holding, or evoke the feeling of being hugged by
the furniture itself. This artefact extends beyond being merely instrumental or symbolic,
and adopts an anthropomorphic and mediative character, shaping human action and
adapting to the user. The sofa seems to reciprocate care back to the user in its humanlike embrace from the integrated back and wrap around arm.

Image deleted due to copyright

Figure 5-4. Sempe. Inga. Enveloppe Sofa, 2008.
Source: Sempe, Inga. Accessed 14 April, 2016, http://www.ingasempe.fr/enveloppe.html
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The materials and construction may have the capacity to absorb stains and odours,
making it difficult for the divestment ritual. However, the ongoing experience of
adaptability to give comfort, unlike other comparable sofas, would encourage owner
empathy and care for the artefact. This is because objects that give sensorial pleasure
can become valued, precious or beloved (Belk 1988; Csikszentmihalyi and RochbergHalton 1981).
Surfaces may wear to be perfectly shaped, to be deemed as personalised and perfectly
suited to the user. Alternatively, it may be the body that shapes itself to the artifact, like
a well-worn ring which leaves a mark on the finger. An “irreplaceable” status, as
discussed by Grayson and Schulman (2000) arises once it becomes a tangible, tactile,
physical self-extension. Age creates unique surface variety (Pye 1968, 84) that evokes
memory and familiarity, which a new equivalent version cannot.
Similarly, the Smock chair by Patricia Urquiola is generously shaped to provide comfort
that suits different body types, and is wide enough to enable most to sit in the chair in a
‘curled’ up manner. This ability to change position to find an individual’s own
comfortable position is also noted by Eero Saarinen (n.d.) as a reason for the “classic”
and “timeless” label placed on his Womb chair of 1946 (Saarinen, quoted in Feill and Feill
1991, 21).
Urquiloa was inspired by her daughter’s dress (Egly-Thompson 2013), with the
oversized smocking detail of the leather offering potential recollection of the past; of
babies’ christening gowns, girls’ smocked dresses, and seamstress skills, familiar to
many. Potentially wide enough for a child and parent, it can also create further positive
memories of a nurturing period between family members. Additionally, the ‘skin’ quality
of leather and the soft wrapping form evokes a subtle sense of a human skin-like
embrace.
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Figure 5-5. Urquiola, Patricia. Smock, 2005.
Source: Moroso. Accessed 14 March, 2017, http://moroso.it/famiglia/smock/?lang=en

Akin to notions of ‘engagement’ (Borgmann 1995), it is the repeated use over time that
embeds in memory a uniquely haptic experience that can render the object irreplaceable
(Jung et al. 2001, 65). The distinctive tactile quality of a patterned relief in a relative’s
tea cup, for example, may act to recall the childhood experience and events related to
that teacup and that relative. As Malnar and Vodvarka assert, it is the object in sensory
detail that is crucial in ensuring the object’s significance (2004, 184).
The importance of addressing the surface by the designers is perhaps reinforced by a
surprising result from the survey conducted. It revealed that 95% of respondents seek a
‘beautiful or interesting surface’ in a furniture purchase. These responses highlight the
importance of uniquely pleasing surfaces over the mundane or purely practical for
furniture, and perhaps reveal an opportunity for designers to consider enchantment of
the surface not just the form.
The notion of Design for Bodily Accordance, that is, how the body perceives the surface
as beautiful or interesting to touch, is explored in my creative practice projects in
Chapter 6. Given that a considerable proportion of human communication is via the body
(Malandro, Barker and Barker 1989), surface texture and bodily accordance is a valid
and significant area for further design testing and research.
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5.5.2

MOTION

The Chinaman’s File rocking chair by Trent Jansen is an exemplar in using bodily
movement to evoke memory and emotion. It aims to “simulate the rock[ing] experienced
by a baby while being walked by its mother: each rock of the chair is designed to subject
the user to the same arc and cadence that a baby experiences during its mother’s single
step” (Jansen 2015, paragraph 2). Informed by filmic documentation, the movement
aims to evoke “contentment that we have not felt since our infancy” (Ibid.). Despite being
inspired as a chair to comfort the Chinese gold rush migrants in a new and alien place
(Ibid.), the rocking movement is one that is cross-cultural and intergenerational in
meaning, and thus can be equally reminiscent of motherly rocking to render it with an
enduring quality.

Figure 5-6. Jansen, Trent. Chinaman’s Chair, 2004.
Source: Trent Jansen, photography by Scotty Cameron. Accessed: 27 November, 2015,
http://broachedcommissions.com/commissions/2013/east/chinamans_file_rocking_chair/i
ndex.html

Aspects of the chair, such as the hard seating, back and arms rests may not be of bodily
comfort on contact. However, soft accessories can singularise and update the
appearance over time if needed, while also protecting the longer-lasting timber
component, enabling extended longevity.
In short, bodily accordance can be created through positive emotional and aesthetic
sensory experience through direct bodily contact and/or motion.

73

5.6

DESIGN FOR EMPATHIC VISUAL RELATIONS

Design for Empathic Visual Relations is created through embodying an empathic personobject relationship through the visual and spatial appearance, and is thereby a function
of an artefact’s visual product language. An example is the Endless Quilt (Forlano 2012)
project discussed in section 6.1. The work is a series of parts that come together
harmoniously to form a whole, symbolically reflecting relational properties of
interconnectedness and of the stories graphically expressed.
Rompay and Ludden (2015) argue that ‘relational properties’ of objects embody
characteristics that can in turn influence person-object relationships. Although analysed
in relation to electronic products, the principles can be applied to other artefacts. Visualspatial relationship cues, such as verticality, that is, an object placed up high or towering
over others, evokes “dominance, pride, and success” (Ibid., 4); while cues evoking
containment, that is, an object expressing visually “restraint… [or] unprotected freedom”
and distance may evoke emotional distancing or cosy intimacy (Ibid., 5).
The lounge chair (Figure 5-6) visually evokes relaxation and comfort through its
functional role and forms. Through the visual-spatial and empathic cues, the chair
expresses support, protection and cosiness without entrapment, and stability through
its weightiness and a low centre of gravity. The artefact embodies empathy towards
consumers, as if to communicate, here is somewhere to retire, find comfort and relax.
These designs stimulate an imaginative ‘feeling into’ the artefact, allowing the user to
anticipate the physical feeling of contact.

Figure 5-7. Eames, Charles and Ray Eames. Chaise Lounge, 1956. Forlano, 2017.
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5.7

DESIGN FOR KINSHIP AND SELF-RELATEDNESS

Design for Kinship and Self-relatedness focuses on objects that connect the self to a small
social and familial grouping, what Heisley and Cours refer to as the ‘kinship embedded
self’ (2007). Kinship qualities can connect the current possessor to significant others,
causing singularisation and irreplaceability of the artefact and thereby facilitating
psychological endurance.
In response to what was deemed ‘special’ or an ‘heirloom’, an archetypal survey
response was;
The… family heirloom is a brass and iron bed frame that has been passed [on]
through [the] generations…[It] is special because it has a history of my family
and it's nice to know it belonged to a relative I never got to meet therefore
sustaining a form of connection to [that] relative ... (Survey respondent #17, 1834 year-old, female, art/design professional, 2016).
Bequeathing of artefacts which reflect nurturing, contemplation and positive family
interaction is strongest in women (Csikszentmihalyi and Rochberg-Halton 1981, 118
and 142; Dittmar 1992, 141). Men on the other hand, are more likely to consider ‘action’
objects worthy of bequeathment (Csikszentmihalyi and Rochberg-Halton 1981, 106;
Dittmar 1992, 141). Action objects refer to “self-control through unique acts”
(Csikszentmihalyi and Rochberg-Halton 1981, 96), and tend to exclude furniture or built
environment artefacts, but include items such as vehicles, TVs, sporting and other
equipment (Ibid. 106). These findings were reflected in the survey (Table 5-4) and
interviews. This reinforces the literature review findings, that domestic objects are not
merely functional, status defining or fashionable things; domestic artefacts are ascribed
a depth of meaning deemed special and worth passing on to others.
Table 5-4. Survey responses regarding variations in bequeathment attitudes between
males and females, 2017. Forlano, 2017.
Items that I would consider bequeathing to a younger generation

Female

Male

Personal items

75%

47%

Furniture

45%

42%

Domestic other than furniture

41%

21%

Leisure (action) objects

8%

21%

Nothing

9%

16%
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When considering the design of built environment artefacts, including the personal and
the kinship-embedded self in the design of domestic and “contemplative artefacts” (Ibid.,
96), can heighten the opportunity for bequeathing and custodial practices, particularly
for women, and has been underexplored by designers of built environment artefacts.
Therefore, my creative research efforts have concentrated on how to explore and
embody this highly personalised and kinship form of relatedness, and the type of process
needed. I explain this in detail in Chapter 6.
In consumer society, built environment artefacts such as furniture are used in social
family transactions, such as family dinners and significant events, thereby becoming
associated with authentic social experience. Objects forming part of social activities can
thereby become more imbued with the memory of events (Heisley and Cours 2007). It
is the designer’s challenge to create artefacts that become significant during these
experiences.
Karanika and Hogg (2012) state that there are four typical trajectory models of object
closeness over time. Of the four trajectories, the authors' ‘rising maturity’ model is the
person-object relationship type that endures beyond others. They identify ‘affiliationrelated’ objects as increasing value over time “reflecting the gradual building up and
accretion of meanings to the possession” to the extent that “respondents experience such
possessions as irreplaceable” (Ibid., 6). The affiliation group is predominantly with
family and close social others, reinforcing the significance of the artefact’s role as
‘standing in’ or as evidence of ties to social others, or in Maslow’s term of ‘belongingness’.
If objects form part of family identity rituals (Epp and Price 2008) then the objects more
likely gain significance for multiple family members, and hence not only minimise risk
of loss of the object’s significance to the future heirs, but in fact build upon and
strengthen the personal and familial meaning amongst many. This increases the
likelihood of a future custodian.
Although designers cannot fully control artefact meaning, designers can encourage ritual
and embedding of kinship stories that strengthen the likelihood of mental, physical and
emotional engagement. Belongingness can be reinforced through artefact ownership
that expresses group inclusion and/or role.
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5.8

DESIGN FOR COMMUNITY CONNECTEDNESS

Design for community connectedness creates direct connections to place and people,
through material selection and fabrication techniques that are incontestable evidence of
the social connectedness, such as a place visited, or a maker met. For example, it is likely
that neither an object that is symbolically similar, nor a replica from another maker,
could ever maintain the value and emotional endurance or connection to place and
people that the original can achieve.
Designed artefacts can incorporate design approaches for emotional connection,
including connection to a more ‘distant’ other (that is outside self-relatedness or
kinship), such as our natural environment or a culture. Highly processed or artificial
appearing materials, such as plastics, often with ‘perfect’ surfaces, evoke little
connection to environment, place, and the community of makers. The object appears
vapid and upon damage to its perfectly artificial surface, becomes identified as broken,
irreparable. Without a feeling of connection, artefacts can be guiltlessly disposed of.
In the attempt to create objects for all, the anonymity of many mass-produced goods has
resulted in objects stripped of telling signs of their history. I maintain that the evidential,
(not just the semiotic meaning within artefacts), contributes to social connectedness,
which builds enduring qualities. Works that enable a richer or ongoing relational
engagement stimulate a longer-term understanding and enriched POR, as reinforced by
survey responses and interviews, for example, with the aforementioned meat safe.
Figures 5-7 to 5-10 show a furniture design and manufacturing company, Koskela
collaborating with the Echo Island (Yolngu) weavers, to make furniture elements and
lighting with cultural and place relatedness through natural, local materials and
traditional techniques, displaying evidence of hand-making and one-off production. The
works have both a semiotic and evidential function. They connect to personally known
or unknown others and place.
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Figure 5-8. Koskela and Yolngu weavers.
Yuta Badayala lamp shade, 2015.

Figure 5-9. Koskela. Yolngu weaver, n.d.

Source: Koskela. Accessed 14 March, 2017,
https://www.instagram.com/koskela

Source: Koskela. Accessed 14 March, 2017.
https://www.instagram.com/koskela

Figure 5-10. Koskela. Yolngu weavers, n.d.

Figure 5-11. Koskela. Koskela staff and
Yolngu weaver n.d.

Source: Koskela. Accessed 14 March, 2017.
https://www.instagram.com/koskela

Source: Koskela. Accessed 14 March, 2017.
https://www.instagram.com/koskela

An interviewee described his desire for collecting artefacts from his home country,
Australia:
Fred: … a lot of us don’t really know… where we’ve really come from… and some
of this [artefact collecting] is trying to… feel a connection. (2016).
Furthermore, this work also embodies human values such as honesty, authenticity and
simplicity, and simultaneously evokes contemplation about time and effort in the
making, typical of emotionally enduring objects. The heirloom is not only “to weave…my
means of narrative, a significance of blood relation” (Stewart 1993, 137) but equally, it
is the authentic connection to the ‘real’ thing (Grayson and Shulman 2000), the
‘evidential function’ in the material form; that is, the event, place or person.
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Authenticity and irreplaceability are also inextricably linked. In contrast, the inauthentic
object highlights our lack of connection, a sense of loss, and can, by extension, be a
“symbolic death of the self” (Ferraro, Escalas, and Bettman 2010, 169). As Belk notes,
possessors “insist that inauthentic, faked or forged objects, cannot possibly contain the
powerful memories of the real thing" (Belk 1990, 671). Ownership of artefacts linked to
significant memories verify the past, and without those artefacts it as if the link has been
severed or reduced (Grayson and Shulman 2000, 21). Thus, embedding opportunities
for connectedness to the makers or place, encourages endurance.

5.9

DESIGN FOR FRAMED PROVENANCE

Design for Framed Provenance can facilitate a person-object relationship based on
understanding the object’s provenance, that is, its coming-into-being through extrinsic
framing. Artefacts purchased from the studio of a designer-craftsperson may allow the
consumer to engage with the maker, their labour, the place it was made, or the origins
of the material and its transformation, and the consumer becomes informed of its
provenance and the artefact’s social life.
I refer to provenance here as the factual history of the object (in terms of the idea, maker,
designer, materials and history) whether a singular object or a reproduced series. Object
framing24 is the phenomenon identified by anthropologist Daniel Miller (2010) that gives
an artwork (but this is equally applicable to built environment artefacts) a biographical,
historical, cultural or material frame through which to understand it, regardless of the
instrumental, visual appearance or trend status. Provenance can be intrinsic, as seen in
the last example by Koskela and the Yolngu weavers. The provenance can be traced
directly through the materiality of the artefact itself. The provenance is thus always
recoverable or visible within the artefact.
However, designers have underexplored the extrinsic opportunity to frame the artefact
provenance to create another layer of understanding and connection to incite care. For
example, as with the bowls by Koskela and the Yolngu weavers, a certificate of
authenticity or photographs documenting the making process gives evidence of
provenance but is an external to the artefact itself. It may be lost, misplaced or difficult
to recover, compared to its intrinsic qualities.

24

Based on Goffman’s Frame Analysis (Goffman 1974).
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Evidence of human labour, place of production and object singularity is hidden beneath
the identical packaging, artificial surfaces and mechanised production of mass-produced
objects. Individuals do not come to know the designing, making process, nor production
location of their domestic mass-produced artefacts as they once did prior to the
Industrial Revolution. The human labour invested is largely invisible; the artefact is
perceived as common, devoid of ‘character’, and has no sign of its coming-into-being.
Framing is the social meaning attributed to an artefact through systems such as the
item’s cost, its imbued meaning by the design elite through museum collections and
publications, and signs of authenticity such as brand identification, among others. It
singularises the artefact, even when mass-produced, by imbuing it with greater
importance that is verified within the framing system.
All objects have a genealogy (Cherrier 2014) that, if traced, can track historical
associations and interactions with others throughout its making and distribution (Gell,
1998; Latour, 2005). However, not all possessors have an ability to ‘read’ the object
meaning’s (Parsons 2009, 8-9), provenance, rarity, authenticity or other valuable
qualities, even if it is self-evident to others.
An authorised production and the exact replica of the same design are not treated in the
same manner, due to the consumer’s perception and framing of the artefact. A Herman
Miller25 produced version of the ‘DCW’ Eames chair would likely be retained and possibly
restored due to its provenance, if it is framed, as the chair has been, through the design
media, historians, and the manufacturer. A manufacturer’s label or certificate allows the
consumer to identify it as being special or important. It is often not the object itself but
the extrinsic framing that creates meaning.
An absolute equivalent with no verification of provenance would likely be deemed a
replica that is not worth repairing and is easily replaceable. Yet the unverified may meet
industry’s and consumer’s conventional view of aesthetic timelessness and Schiermer’s
(2016) notions of the classic.
Some may argue that quality of construction is identifier enough of a more enduring
quality; however, in terms of today’s low-cost production methods, quality in some
artefacts is extremely hard to differentiate, particularly by the layperson. This highlights
25

A highly reputable and well established leading furniture maker.
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the need to view the evidentiary function as an essential and legitimate component of
artefact endurance. Despite the fact it may sit outside conventional understanding of a
designer’s role, the provision of evidential intrinsic qualities as well as extrinsic framing
qualities is needed.
The survey quote below from a design professional shows the variety of reasons why
her two chairs are deemed enduring and alludes to the framing phenomena. The chairs
are characterised by multiple enduring qualities: emotional experiences, in this instance
signifying the height of personal achievement in her design career, in line with Maslow’s
esteem and actualisation needs, and Csikszentmihalyi’s ‘action’ objects; memories of a
significant past; but significantly it also demonstrates the author’s connoisseurship and
evidence of the past.
The chairs are also cited as historically significant, and the surface finish is no longer in
production, thereby making it difficult to replace. In this example it is the combination
of the artefact’s framed provenance and the individual’s narrative that make the artefact
significant. The survey respondent writes:
I have two rosewood veneer [E]ames chairs that ceased production by Knoll in
1986. I would want to pass these onto my daughter. I purchased them at the
height of my design career from a wonderful furniture showroom called Artes
Studio in Melbourne — it no longer exists. The chairs are sentimental of that
period, the people I knew, [and] the circumstances that enabled the purchase of
the chairs. They are also representative of one of my favourite design periods
when some designers were making dramatic changes to the way we use furniture
[in] the 1940-1950s. (Survey respondent, #5. 55-64 year-old, female, art/design
professional, 2016)
The chairs could be perceived as the best available quality, overseen by the actual
designer from decades past, due to being fabricated by the licensed manufacturer. This
assures the possessor of their intrinsic material quality and serves to reinforce her link
with a great personal achievement and to a celebrated and prominent designer. The
chair is imbued with various social connections, is deemed worthy of bequeathing for its
personal, social, aesthetic and actualisation qualities. This is largely grounded in its
framed provenance.
It is important to note, however, that not all objects will be designed by revered historical
figures or form a narrative in design history. Designers can however look to create
authenticity and uniqueness or communicate the object’s provenance or history within
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the object so it is not lost. Alternatively, they can engage in external means to frame the
artefact.
Akin to the aforementioned work of Pamono, the internet provides a resource to digitally
archive the provenance and history of objects in a way that was previously unavailable
to designers. The internet and social media also provides opportunities for the design
industry to imbue objects with immaterial qualities through authentication, storytelling,
provenance, and aficionado-appeal, to encourage custodian-like behaviours.
Contextualising the artefact’s provenance through cultural institutions via awards, art
or design museum collections and the like, can also frame the object as significant.
Connoisseurs of artefacts typically appreciate and demonstrate artefact empathy
through their understanding and unique knowledge, and translate to object care by
retaining, restoring, or passing on the knowledge and artefact to others.
It is noteworthy, however, that this knowledge must be passed down to future
generations or onto others such as a dealer by some means; for example, through a
certificate of authenticity or a manufacture’s stamp that provides evidence of its
provenance to encourage endurance.
The objects of mass production are often stripped of evidential aspects of their history
and making, and consequently have an untraceable provenance for the consumer. In this
scenario, meaning is predominantly socially constructed and volatile. Advertising,
collective stories and public attitudes can then easily shift personal outlook toward
things26. The unverifiable, impersonal artefact’s meaning shifts easily from fashionable
to outdated, successful to unsuccessful or exclusive and luxurious to common and
ordinary. Communication of verifiable provenance can however, valorise and re-valorise
artefacts.
TOG Furniture, for example, acts as a marketplace for furniture which can be or has been
customised by artists or designers to create limited edition or one-off versions from
anywhere in the world. The process of fabrication is revealed. The website includes short
biographies of the designers, makers and artists, and allows consumers to converse
directly with specific individuals about the design which is available to consumers,
enabling transparency of the artefact’s provenance and a social connection.

Additionally, extrinsic framing of provenance can be misused with misleading or false claims
leading to ethical issues. While this aspect is worthy of discussion, it is beyond the limits of this
exegesis and would be worthy of further study.
26
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The experience is further framed by having a ‘star’ designer, Philippe Starck, as designer
and co-founder, and the ability to appoint an artist to customise artefacts. The site allows
for maximum customisation through commissioning artists to adapt any product in the
range (Figure 5-12) from a standard design (Figure 5-12), (E-Biscus 2016), as will be
discussed further in section 5.11.27
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Figure 5-12. Amore, Carlotta Modica &
Matteo Orland. Variant of Vodo Masko,
2016.

Figure 5-13. Maggiar, Ambrosie. Original
(non-customised) design of Vodo Masko
table and chair set, 2014.

Source: TOG. Accessed 14 March, 2017,
http://www.togallcreatorstogether.com/

Source: TOG. Accessed 14 March, 2017,
https://www.architonic.com/en/product/togvodo-masko/1268256

Not all consumers will be connoisseurs of artefacts. Consequently, it will often be up to
designers to consider how to extend the cared-for lifespan of an object, including it being
valued beyond one consumer inter-generationally through framing.

5.10

DESIGN FOR NARRATIVE

Design for Narrative explores the imagined or informal and unverifiable stories, either
intrinsic or extrinsic. While framed provenance has its basis in providing factual
knowledge of object provenance, narrative tells a social life story about the artefact itself
or something external to itself, but which it is associated with. Imagined narrative and
provenance can be viewed as a continuum but are worth separating for the design
potential they present at both extremes.

“TOG provides the consumers… with the perfectly designed “naked” products, mass-produced
in Italy, yet enables them to personalise the products if they wish... a do-it-yourself concept in
order to foster uniqueness leaving it to the customer’s fantasy and creativity. An even further step
is selecting a customiser from a network of creatives around the world for a bespoke commission.”
http://www.togallcreatorstogether.com/whats-tog-2/ accessed 23 November 2016.
27
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Narrative can emerge from real yet unverifiable experience or imagined stories. As
evidenced in this survey respondent’s thoughts about a phone chair she inherited from
her grandmother:
[She] used to sit and call her neighbour every day, twitching the curtains to
“surreptitiously” watch what was happening in the street as they gossiped and
chatted. [The telephone table] reminds me of friendship and laughter. (Survey
respondent, #15, 35-54 year-old, female, non-art/design professional, 2016).
Narrative can also occur as stories of experiences recited to others:
I love hearing the stories from the sellers… A set of drawers we purchased for my
daughter came with a 100 year history. (Survey respondent, #37, 35-54 yearold, female, art/design professional, 2016)
Objects of instant gratification leave us “empty and dissatisfied” in the longer term
(Kasser 2003, Csikszentmihalyi 2014). However, artefacts offering active engagement
and flow through contemplation, narrative and interaction enhance well-being and
happiness (Borgmann 1995; Csikszentmihalyi 2014), thereby instilling a desire to keep
the artefact.
An exemplar of the narrative approach applied extrinsically to the material artefact is in
Glenn and Walker’s work, Significant Objects (2012) which was a ‘literary and economic
experiment’ that gave very low cost and neglected objects from a second-hand retailer
an invented history and tested their demand and monetary value. The artefacts were not
only reappropriated, thus giving the object an extended life, but their sale price
increased substantially when associated with a narrative (Figure 5-13 and Figure 5-15).
The Significant Objects (2012) project demonstrates how objects once imbued with a
social life through narrative gain a new role in people’s lives. What is notable is that the
participants were aware these stories were invented and yet the story still increased the
artefact’s lifespan. In fact, as purchasing the object was part of this experimental project,
the object also gained a new factual biography by being part of the experiment, which
was reinforced by being documented online.
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Figure 5-14. n.a. Object 10. Duck
Nutcracker, n.d.

Figure 5-15. Koestembaum, Wayne. Object 10. Duck
Nutcracker description and commencement of
imagined narrative, 2009.

Source: Significant Objects. Accessed
14 March, 2017,
http://significantobjects.com/2009/1
2/14/duck-nutcracker/

Source: Significant Objects. Accessed 14 March, 2017,
http://significantobjects.com/2009/12/14/ducknutcracker/

Narrative can also be implied intrinsically through the object’s materiality to encourage
consumers to imagine the narrative. As this is a lesser explored approach by the design
industry, many of my creative works have explored this to demonstrate how this may
manifest in design. Endless Quilt, The Unforgotten, Marri-Kingia Past works, and For Now,
For All-ways explore this narrative intrinsically through an illustrative surface. This is
further explained in Chapter 6.
A key consideration in object endurance is reappropriation. To engage others, the
narrative should be directly transferable through story-telling, or indirectly through an
ambiguity or curiosity that stimulates what Gregson and Crewe term, imagined history
making (2003, 147). By enabling a continuation of the narrative across generations in
this lively way, the artefact collects memories.

5.11

DESIGN FOR USER INTERACTION

Design for Interaction encompasses interacting through use, at one end of the spectrum,
to a more immersive co-design enabling creative expression and skill at the other end.
Largely generated through a reflection on my own and others’ creative practice, I have
identified various ways designers can encourage interaction and the outcomes from this
interaction, and these are summarised in the table below.
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X

Design for evolving interaction through use

X

X

Design for interaction through making

X

X

Design for evolving aesthetic transformation
Design to co-design to enable creativity or skill

X

X

Enable
contemplation and
self-actualisation

X

Develop new skills,
creative expression

Change of
aesthetics/ surface

Design for performative interaction

Change of forms

Interaction types

Change of use

Potential
Outcome

Table 5-5. Designing for various degrees of interaction. Forlano, 2017.

X
X

X

X

X

X

Low level interactions such as post-fabrication, surface personalisation of appearance
has been shown to increase attachment (Mugge, Schoormans, and Schifferstein 2009)
while more engaging and varied personalisation through co-design pre-fabrication can
elicit a greater sense of value in the possessor through a feeling of accomplishment not
otherwise possible (Maclachlan, Harrison, and Wood 2011; Teichmann, SchollGrissemann, and Stokburger-Sauer 2016). Design for emotional endurance through user
interaction or “user interface design” is extensively discussed in relation to electronic
objects; it is lesser explored within non-electronic artefacts or elements of the built
environment. I will now articulate these four types of interactions and their outcomes.

5.11.1

DESIGN FOR PERFORMATIVE INTERACTION

Design for Interaction can occur through a performative or sensory experience for the
user. This was instinctively developed through the creative production process for the
suite of community artefacts, as these components of the built environment are not able
to be interacted with, in the same way as furniture can be. Surfaces of buildings are
typically static and unable to be held, controlled or manipulated by the user.
Kaleidoscopic Wave explores how surfaces can become visually performative through
mirrored surfaces; the façade patterning for Pugin’s Trellis of Marri-Kingia Creatures
demonstrates how surface illustrations can trigger memory and evoke sensations
associated with noises and the feeling of crawling bugs to indirectly interact with the
user and how spatial interaction can enable the surface to act on the viewer through
revealing detail over time. This is further discussed in chapter 6.
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5.11.2

EVOLVING INTERACTION THROUGH USE

By encouraging conscious interaction with the artefact, the possessor is more likely to
view the object as special, irreplaceable, and layered with multiple associations
(Csikszentmihalyi and Rochberg-Halton 1981; Chapman 2005; Curasi, Price and Arnould
2004; Wallendorf and Arnould 1988, 541).
This reinforces Ingold’s suggestion for designing for an open future use (2011). Ingold
argues that designing for environments and sustainability should be an open-ended
process “that do not begin here and end there, but carry on through” (Gatt and Ingold
2003, 146), engaging the user.
Multi-functional and adaptable furniture and built environment artefacts that form a
particular role in important rituals can maintain this ongoing interaction through use
over time.
Artefacts can also become imbued with self-identity (Belk 1988; McCraken 1986). By
"appropriating or controlling an object for our own personal use… [we] exercise power
over" the artefact and by creating it and knowing it thoroughly (Belk 2004,91) an
artefact can become part of the self (Belk 2004, Sartre 1943). By becoming part of the
self, an enduring relationship has the potential to emerge.
As such, in my creative practice I have explored this through DIY assembly and
reconfigurable elements in the For Now, For All-ways product. I have incorporated
opportunities for ongoing varied arrangements and the ability to add existing
components through modularity and rearrangeable parts, in the Endless Quilt, En-case
and For Now, For All-ways, as described in Chapter 6.
As a precedent however, the 606 Universal Shelving System below is perhaps the most
famous and long-lasting, exploiting the potential of a kit of parts system. Designed in
1960, and in constant production since (Vitsoe 2016), it is multi-functional, self-evident
in its assembly, and produced in components physically small enough to be easily
relocated. It is simple to adapt to various functions, spaces and spatial typographies
(Figure 5-16 to Figure 5-20) thus maximising the opportunities for user interaction over
time. This product demonstrates how a focus on evolving user needs and interaction can
indeed contribute to an enduring design.
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Figure 5-16. Rams, Dieter. 606 Universal Shelving System, 1960.
Source: Vitsoe. Accessed 14 March, 2017, https://www.vitsoe.com
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Figure 5-17. Rams, Dieter. 606 Universal Shelving System, 1960.
Source: Vitsoe. Accessed 14 March, 2017, https://www.vitsoe.com/rw/606/gallery/kitchen
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Figure 5-18. Rams, Dieter.
606 Universal Shelving
System, (office context)
1960.

Figure 5-19. Rams, Dieter.
606 Universal Shelving
System, (kitchen context)
1960.

Figure 5-20. Rams, Dieter.
606 Universal Shelving
System, (residential living
room context) 1960.

Source: Pinterest. Accessed
14 March, 2017, https://au.
pinterest.com/pin/32827026
0322575014/

Source: Pinterest. Accessed
14 March, 2017, https://au.
pinterest.com/vitsoe/

Source: Dwell. Accessed 14
March, 2017, https://www.
dwell com/product/article
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Furthermore, the 606 Universal Shelving System also reflects other Enduring Design
Framework principles I have raised, rather than purely relying on its instrumental
function. The 606 Shelving System also contains an evidential function relating to status
and esteem, due to its framed provenance. It has become an iconic furniture piece
reinforced through the design industry media because the designer, Dieter Rams, is
highly regarded and it is represented in numerous exhibitions, books and collections,
including the Museum of Modern Art, New York. Thus, owning it, becomes evidence of
connoisseurship.
While the aesthetics may be perceived as alienating in light of my earlier argument, it is
successful in this context, because its visual discreteness allows the user to instil the
identity onto the artefact through use, and by what is displayed on the artefact. In this
way it differs from many designs that are in a sense fully controlled by the designer. In
use, this artefact becomes a visual backdrop. A “silent performer” as product designers
would term it, (Park 2010, 88), in contrast to imposing a design style onto the possessor.
Figure 5-18 to Figure 5-21 show how the product is used and the ease of assembly.
Designers should ensure that if the constituent materials in its ‘object’ form are no longer
wanted, it is possible to design for physical transformation, including concepts such as
‘transparent design’, circular economy, takeback schemes and the like. 28

Image deleted due to copyright

Figure 5-21. Rams, Dieter. 606 Universal Shelving System, 1960.
Source: Vitsoe. Accessed 14 March, 2017https://www.vitsoe.com/rw/606/how-it-works

Methods are extensively covered in ESD literature (Bakker et al. 2014; Chapman 2017;
Datschefski 2001; Spring and Araujo 2016; Walker 2006b)
28

89

5.11.3

INTERACTION THROUGH MAKING

The value of designing to enable making opportunities lies in the ability to capture the
evidence of one’s own or significant others’ time, effort and energy invested. This creates
the possibility for the artefact to be imbued with traces of the maker. It is not only the
visual interpretation, nor the instrumentality of the works that make artefacts enduring.
It is the by-product of the making that forms tangible links between the maker and the
user (Pye 1968, 83). This evidential embodiment within the artefact strengthens the
artefact meaning and value, and encourages an enduring person-object relationship. As
Forlano and Smith state, “making with one’s hands involves even greater personal
engagement. Investment is not only visual and intellectual but also bodily and
kinaesthetic, as the material is manipulated and refined to become the object” (2012, 1).
Personalisation by the possessor enables a lengthened experience of acquisition in lieu
of an easy, quick purchase, as endorsed by the Slow Movement (Fuad-Luke 2010; Strauss
and Fuad-Luke 2008) and Manzini (2007). As Verbeek concludes “if products are to be
designed to encourage attachment, it is necessary to design them so that humans deal
with the product themselves and not only with what they do or signify” (Verbeek 2005,
323).
Customisation gives rise to its increased perceived value where there is sufficient
opportunity to self-design to meet personal preferences (Franke, Schreier, and Kaiser
2010, 127-128). Importantly, the increased level of customisation and personal input
increases opportunities for engagement and emotional endurance. While the assembling
of a pre-determined outcome such as an IKEA DIY product may generate very limited to
no engagement, greater opportunities for personalised modification such as offered by
IKEA Hack29 can generate potentially more meaningful engagement.
Artefacts that engage the consumer to invest time and effort into an artefact, such as
maintenance, (Jung et al. 2011) co-creation, or other forms of interaction, can elevate the
artefact’s significance as the consumer singularises (Kopytoff 1986) and “ascri[bes]…
rarity to that object” (Jung et. al. 2011, 65). This is reaffirmed by the interviewee quoted
on page 51 and the following survey respondent’s remarks about their most precious
possessions either made by themselves or an immediate family member:

IKEA Hack is a movement that informs consumers of ways to personalise and modify massproduced IKEA products.
29
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[A] custom made lounge. Designed and built [by] myself out of quality
materials... (Survey respondent #19, 35-54 year-old, male, art/design
professional, 2016).
Jarrah dining table made by my husband from the wood reclaimed from
our first house. (Survey respondent #83; 18-34 years-old, female, nondesign/art professional, 2016).

5.11.4

EVOLVING AESTHETIC TRANSFORMATION

Designing for evolving aesthetic transformation may be subtler yet still effective,
through consumer choices of available options offered by manufacturers. Personal
customisation to change the visual aesthetics to express personal taste preferences has
been shown to build perceived value and sense of self embodied in the artefact (Franke
and Schreier 2010).
Customisable furniture such as Ola Chic by Philippe Starck (Figure 5-22) has optional
cushions and arm rests, in standard finishes or fully customised, one-off finishes, created
by appointed artists or designers. Most significant about this work is that the
components most likely to be damaged or worn over time can easily be replaced or
removed without specialised tools or skills, thereby minimising costs, and increasing the
likelihood of repair and maintenance.
The customised parts (including table inserts, cushions and customised shrouds, as seen
in Figure 5-23) allow for unlimited aesthetic choices (TOG 2017b), while the main,
physically lasting component is what Schiermer would likely say has few ‘points of
attack’ (2016), thereby being a classic form when uncovered. The customisable parts are
akin to accessories, enabling individual aesthetics and personalisation, while the
structural parts are physically long-lasting, thus supporting intergenerational use.
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Figure 5-22. Starck, Philippe. Ola Chic (chair and sofa), 2014.
Source: TOG. Accessed 14 March, 2017, http://www.togallcreatorstogether.com/
collections/families/ola-chic/
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Figure 5-23. Starck, Philippe. Ola Chic (chair with cover), 2014.
Source: TOG. Accessed 14 March, 2017, http://www.togallcreatorstogether.com/
collections/families/ola-chic/

The marketing campaign, the association with a celebrated designer in Starck, and the
emphasis on quality production and provenance, further enhance the potential longevity
of the furniture by simultaneously demonstrating the Design for Framed Provenance
principle strongly.

5.11.5

CO-DESIGN TO ENABLE CREATIVITY OR SKILL

Design for co-design, that enables someone to reach their full potential through skills or
creativity, is somewhat rare in furniture and particularly in fixed built environment
design. Co-creation can contribute to a meaningful ‘engagement’ and addresses multiple
well-being factors (Fuad-Luke 2007, 32-38), including Maslow’s esteem and selfactualisation motivations for the user. The growth of interest in craft workshops,
personal co-creation and self-made goods demonstrates user’s needs or desires to
express their own creativity and skills in contemporary consumer culture (Kotler 1986,
para. 36).
If the consumption process can enable the user to develop new or hone existing skills, or
reveal creativity of a high and desired level, the artefact can become the evidence and
reminder of one’s achievement and drive toward self-actualisation. As noted in Franke,
Schreier and Kaiser’s study even “short and virtual design processes evoked … strong
emotions [and the works contained a] spirit… [due to the] I designed it myself
[accomplishment] motive” (2010, 129).
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Comprehensive analysis and discussion of the varieties of co-creation are various and
explored by other designers and theorists (Fuad-Luke 2007; Greenbaum and Loi 2012,
Lee 2008; Prahalad and Ramaswamy 2004; Sanders and Stappers 2008) but rarely
specifically in the field of the built environment. Digital mass customisation tools have
opened this area of discussion, but it is still a relatively new area.
As such, I have sought to explore this creatively to reveal new ways of using digital
fabrication tools and consider how online platforms can enable greater opportunity, not
only for user co-design, but also for personalised narrative from the user, to become the
instigator of designs. This resultant co-design process captures taste and aesthetics, as
well as meaning and contemplation.
An online platform for potential aesthetic and spatial customisations enables the owner
to be mentally and emotionally invested into the artefact design. Extensive opportunities
for user choice through colour, dimensions, materiality, composition and arrangments
maximises the co-creation investment. Customised engravings and digital printing in the
final projects, En-case and For Now, For All-ways offers the most intensive and
meaningful engagement through narrative opportunities. The engravings and printing
can be uploaded by the co-creator to offer unlimited aesthetic personalisation (see
section 6.4) while simultaneously contributing to the semiotic and evidential meaning
and creativity of selecting and combining a range of surfaces.
Consumers that are able to co-create an artefact through sufficiently variable mass
customisation tools can express creativity, develop skills, and feel a creative
accomplishment and enjoyment that they couldn’t achieve otherwise (Franke and
Schreier 2010; Franke, Schreier, and Kaiser 2010). Co-creators then believe this
accomplishment is embodied in the artefact and holds special value (2010).
Co-design has the potential to be more immersive than merely interacting through user
or making. Although artefacts can encourage creativity, as discussed by Lidwell et. al.
(2003, 124), they can go further, enabling users’ self-actualisation, to achieve beyond
what was previously thought possible, and allowing one to feel a critical contribution to
the work’s coming-into-being. By doing this, the extended-self becomes embodied
within the artefact, resulting in a potentially enduring person-object relationship (Belk
1988).
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Walker’s example of a prayer mat (Walker 2011b), illustrates the enduring nature of
functionally religious artefacts; that is, artefacts that enable Maslow’s highest needs of
self-actualisation through the spiritual. However, religious artefacts or tools and places
of worship are typically institutionally bound, and outside the designer’s control. As
artefacts embodying spiritual values, these artefacts do however illustrate a personobject relationship bound in contemplation and values, which can become enduring.
Furthermore effort, enjoyment, and a final outcome that is pleasing to the creator
(Franke and Schreier 2010) also contribute to the contemplative nature of the artefact
and thereby its endurance.
Enjoyment of the co-creation process is important, as frustration (Valenzuela, Dhar, and
Zettelmeyer 2009), stress (Moreau and Herd 2009), or too many options without
guidance, cause confusion (Huffman and Kahn 1998; Miceli, Ricotta, and Costabile 2007,
Piller, Schubert, Koch, and Möslein 2005; Valenzuela, Dhar, and Zettelmeyer 2009), and
thus negate positive attachment opportunities.
Researchers such as Franke, Schreier and Kaiser (2010) and others haven’t explicitly
linked customisation to Maslow’s self-actualisation needs. However, consumer
behaviour research findings on the increased perceived value of products through
accomplishment, enjoyment, and a reflection of the personal would be consistent with
Maslow’s theory of needs to the level of ‘esteem’. If an artefact embodies values, spiritual
meaning, or achievement beyond one’s previously imagined capabilities, then it
potentially leads to contemplation, and embody Maslow’s self-actualisation.
Although the value of creative accomplishments embodied within artefacts has been
recently researched, actual visual examples were difficult to find. Additionally, what is
personally meaningful to one through co-creation, reaching one’s full potential, or selfactualisation, would not necessarily communicate self-actualisation to others as it is
embedded in its evidence, not the visual outcome. The way in which artefacts can reflect
self-actualisation through co-creation is an area worthy of further research.

5.12

DESIGN FOR SELF-ACTUALISATION

To design for self-actualisation is to create an artefact that is mnemonic or instrumental
to reaching higher needs. A mnemonic form can be achieved through designing artefacts
that visually evoke spiritual or emotional virtues such as honesty, simplicity, integrity,
and balance of strength with vulnerability, pride with humility. An instrumental form
can be a religious or awe-inspiring artefact.
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A religious artefact can enable self-actualisation, however the functional role of the built
environment artefact is rarely the choice of the designer, as previously discussed. Like
the aforementioned prayer mat, one of Walker’s three classifications of enduring objects
includes the ‘inspirational/spiritual’ which is similar but differs from this. Walker’s
artefact types in his category are limited to “religious statuary and icons, and fine art
objects…that refer to or convey the inspiring, sacred or spiritual ideas” (Walker 2006b,
40), based on research of museum artefacts (Walker 2006a, 21). However, I take a
broader interpretation of how Maslow’s self-actualisation may inform the design of the
enduring, and here focus on the semiotic and mnemonic approach of reminding one of
higher goals and values associated with self-actualisation.
Maslow’s theory is based upon the notion that once basic needs, such as physiological
maintenance, safety, belongingness, love, respect, and self-esteem are met, humans then
are primarily motivated toward self-actualisation (Maslow 1968, 31). He defines
actualisation as the dynamic process, ongoing in life, that enables one toward meeting
their full potential, thus fulfilling a call, not a temporary or ego-filled state, but one that
is enduring and of wholeness.
Self-actualising involves an acceptance of one’s intrinsic nature, yet with a goal to
improve (Ibid., 31-32), to contemplate yet act (130-134), and other behaviours that
exhibit balance and a move toward transcendence and highest goals. As selfactualisation is itself ongoing (32), artefacts that enable this process to be ongoing have
the potential to remain enduring also. Self-actualisation is not dependent on material
possession; however, the material artefact may enable the process.
In further contrast to Walker, my principle of design for self-actualisation is also based
on objects still in use that enable or are mnemonic of ongoing personal growth and
fulfillment, interpreted through material culture and consumer behaviour research in
contemporary culture and the survey and interview data. It is the artefacts that can
enable the experience of, or remind one to grow toward, higher needs that can be
enduring. These artefact types remain relevant as reminders to maintain ongoing
growth.
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Furthermore, Maslow states it is the “self-actualizing, authentic persons … [that] resolve
the dichotomy between pride and humility” (1968, 125), of “self-hood yet transcending
of itself” (117), and “contemplation and action” (133). I maintain that this balance of
human qualities and virtues that are sought by the self-actualising person, and the
emotional experience with the artefact can be embodied within a design.
This wholeness and balance within a designed artefact is, I believe often perceived as
classic or timeless (Schiermer 2016). This balance also embodies human virtues, such as
those that are high quality and exceptional in fabrication yet humble in material, strong
yet light and vulnerable (Figure 5-23 and Figure 5-25), simple yet complex.
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Figure 5-24. Wegner, Hans. CH24 Wishbone
chair, 1950.

Figure 5-25. Ponti, Gio. 699 Superleggera
chair, 1957.

Source: Hive Modern. Accessed 12 December Source: Cassina. Accessed 12 December
2017, https://hivemodern.com/pages/product
2017, https://www.architonic.com/en/
202/carl-hansen-hans-wegner-ch24-wishbonechair

product/cassina-699-superleggera/1138
675#&gid=1&pid=3

However, embodiment of self-actualisation traits is only part of designing for endurance.
As shown in table 5-1, the visual function of artefacts is not a prime reason for
endurance; it is the experiential which is most powerful in evoking attachment and
endurance. Therefore, while this principle is effective to a point, when it is combined
with others that are experiential, it affords a more effective approach to designing for
endurance.
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5.13

DESIGN FOR ENCHANTMENT

Design for Enchantment tangibly communicates the skill of the designer and/or maker,
embodying time, care and effort in the works to evoke enchantment. The ‘workmanship
of risk’30 (Pye and Nevelson 1973) or a rare and remarkable quality that makes its
coming-into-being difficult to understand, can create an enchantment. As an interviewee
stated;
Fred: “Someone’s put sweat and time into that… but it’s almost as though this has
... got a spirit or something. It’s had… energy, thought, care put into it.” (2016)
Artefacts that express evidence of human effort act as reminders of the time and effort
invested by another (Jung et. al. 2011, 65; Kopytoff 1986; Pye 1968, 83). Artefacts of
mass-production limit opportunities for meaning-making through place and time.
Longitudinal studies on product attachment describe the active and evolving emotional
bond to ordinary products used daily. A series of studies highlight ‘pleasure’ as key
components of long-term product attachment (Schifferstein, Mugge, and Hekkert 2004;
Richins 1994). Within the category of pleasure, they discuss “superior functionality,
aesthetic pleasure… or [pleasurable] benefits such as entertainment or relaxation”
(Mugge, Schifferstein, and Schoormans 2006, 641). However, ever-changing technology
can quickly render obsolete what was once ‘superior’.
Designers should perhaps aim for a stronger form of pleasure, for an enchantment. This
form of pleasure is more closely aligned to notions of awe, wonder and magic, as
explained in the writings of Alfred Gell (1998) and Jane Bennett (2001; 2009). Bennett
goes further, arguing that some objects have a powerful force which enchants us and
actually forces us to move, to touch it or be moved emotionally (Bennett 2001a, 4-5).
Enchantment is less bound to functionality or changeable aesthetics, thereby inherently
less temporal.
Similarly, Walter Benjamin highlights how unique objects and artworks have an aura
that engages the audience in contemplation and immersion, allowing abandonment of
the self (Benjamin 1936, 304). Reproducibility minimises contemplation. Gell expands
on the notion of enchantment:

“[The workmanship of risk being the] idea…that the quality of the result is continually at risk
during the process of making” (Pye 1968, reprinted 2002, 19).
30
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(T)he power of art objects stems from the technical processes they objectively
embody: the technology of enchantment is founded on the enchantment of
technology. The enchantment of technology is the power that technical
processes have of casting a spell over us so that we see the real world in an
enchanted form. Art, as a separate kind of technical activity, only carries
further, through a kind of involution, the enchantment which is imminent in all
kinds of technical activity (Gell 1992, 44).
Gell implies that artworks and designed artefacts, have two forms of power over the
individual; one is a psychological effect of being ‘spellbound’ by the artwork, at times
manifested cognitively, for example, through its symbolism or message. Gell calls this the
enchantment of technology. The technology of enchantment on the other hand, works
through the dedicated skill, prowess and awe of human control of tools.
According to Gell, enchanting objects are difficult to comprehend. Our awe stems from
the difficulty “…in mentally encompassing their coming-into-being as objects in the
world… which, since it transcends [our] understanding, [we are] forced to construe
[them] as magical” (Gell 1992, 49). This reflects Maslow’s aforementioned aesthetic
needs, but also the cognitive needs, through this ongoing process of appreciating and
attempting to understand the object’s technical achievements, in what Borgmann (1995)
terms engagement.
When engagement is dulled or pleasure dissipates, pleasure is then sought through
consumption of the new (Campbell 1987); thus, an ongoing engagement through
enchantment can extend artefact life.
Maslow speaks specifically about the person-object (or person-environment)
experience that creates ‘peak experiences’ possible in people in a state of selfactualisation:
[T]he emotional reaction in the peak experiences has a special flavor of wonder,
of awe, of reverence, of humility and surrender … Perhaps this is in part a hanging
onto the experience and a reluctance to go down from this peak into the valley of
ordinary existence… [and] an aspect of the profound sense of humility, smallness,
unworthiness before the enormity of the experience. (1968, 98)
This hints at the opportunity for artefacts that evoke these emotions, have a profound
meaningfulness, and thus can be enduring, as opposed to the superficial artefact that
evokes no such contemplation or only temporarily satisfies.
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Furthermore, the effectiveness of the enchantment is through “the magical power
emanating [from it] … [it] is a physical token [acting as evidence] … of magical prowess
on the part of the owner which is important” (Gell 1992, 46). Interestingly he raises the
point that artworks and man-made artefacts both possess the expertise of the artist or
maker and reflect this expertise onto the owner. Thus, the enchanted object
simultaneously acts to reinforce perceived actualisation in the possessor, contributing
to status, thereby fulfilling multiple needs identified by Maslow. Achievement of multiple
needs, as previously discussed, builds a stronger likelihood of attaining attachment to
the object and of its enduring status.
In some ways, to ‘transcend understanding’ contradicts my prior discussion on object
knowledge and revealing the narrative or provenance of its coming-into-being. What
enchantment can do is to keep at least part of that story intriguing, to evoke preciousness
through the making process and craftsmanship. An enchanted artefact possesses its own
autonomous character, independent of its place within trend cycles. This is indicated by
the continued demand for quality handmade antiques in the marketplace.
Enchantment in an artefact illustrates the aforementioned evidential function. It is the
effort, skill and time made tangible. It further enhances the artefact’s authenticity, rarity,
and endurance.
Although unique hand skills are typical of ‘enchantment’, I have chosen the Cinderella
table, by Jeroen Verhoeven (Figure 5-25). It expresses both the technology of
enchantment through artistry in the use of tools (CAD/CAM technology and timber),
human effort and ordinary material (plywood) to produce an artefact of extraordinary
complexity, as well as the enchantment of technology, which is created through the
symbolism and message inferred. By combining seventeenth and eighteenth-century
furniture silhouettes (V&A Museum 2016) with computer technology, the form, meaning
and fabrication approach invites the viewer to take time to contemplate and understand,
and it is likely to create awe in the viewer of the designer’s process and outcome.
Although not able to be verified, one could assume that due to this complexity, rarity and
enchantment, coupled with the framed provenance of it being a limited-edition work,
and collected by museums, that this work would be deemed worthy of restoration or
repair, rather than disposal in a domestic setting.
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Figure 5-26. Verhoeven, Jeroen. Cinderella table, 2005.
Source: Art Gallery of Western Australia. Accessed 14 March, 2017, http://www.artgallery.wa.
gov.au/exhibitions/Thing.asp

5.14

DESIGN FOR LIVELINESS

Design for Liveliness is when designers animate or enliven an artefact so that the
possessor sees the commodity as not just inanimate material, but something of worth
which has animate qualities and is worth caring for, saving or rescuing, as is typical of
the custodian-heirloom relationship. For this study, two forms of liveliness are most
relevant; visual anthropomorphism and relational anthropomorphism.

5.14.1

VISUAL ANTHROPOMORPHISM

Typically, design discourse has taken a semiotic view of liveliness as a visual
anthropomorphism most notably in objects that recall human qualities, such as a floor
lamp that stands up when someone enters the room (Figure 5-27) or cars that visually
depict human or animalistic forms through movement and response (Marenko 2014) or
a combination of these visual traits.
Visual anthropomorphism can also be interpreted as including Wabi-Sabi,31 patina,
broken surfaces, rust and weathering, that express this liveliness through a visible
transformation over time32 (Figure 5-27). The artefact is no longer entirely static, but
slowly ages, recalling that which is living.

Although Wabi-Sabi focuses on the impermanent and incomplete (Koren 1994,40) and there
are other cross-overs, this thesis does not attempt to make a thorough comparison to the
Japanese aesthetic philosophy. For further information see Koren (1994) and Juniper (2003).
32 Recent design research and creative production by Keulemans (2015) complements this area
of research.
31
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Visual anthropomorphism has been identified as being conducive to object endurance,
because it incites empathy and custodianship through its lively qualities (Chandler and
Schwarz 2010). This is generally acknowledged as a means to endurance. I now turn to
explain relational anthropomorphism in greater detail.

Figure 5-27. Front Design. Awakening Lamp,
2003.

Figure 5-28. Scarpa, Carlo. Olivetti
Building (detail), 1958. Venice, Italy.

Source: Front Design. Accessed 1 November,
2017, http://www.frontdesign.se/lightingprojects

Photo by author.

5.14.2

RELATIONAL ANTHROPOMORPHISM

Verbeek’s post-phenomenological and Actor-Network Theory (ANT) view identifies a
third, relational kind of anthropomorphism as extending to incorporate the object
‘standing’ in for a human other; for example, a wedding ring as a stand-in for a spouse,
or an heirloom standing in for an ancestor. It is this mediatory, networked and relational
role of artefacts that previous design discourse on enduring artefacts has mainly
discussed in relation to electronic artefacts that seemingly ‘respond’ to user input.
Discourse on enduring design does not discuss this phenomenon in relation to the built
environment. However, through reflection on my creative practice, it became obvious
that creating a relational other is possible in artefacts for the built environment.
By conscious design or not, artefacts do have agency toward humans (Cherrier, Türe,
and Özçağlar-Toulouse 2014; Latour 2005; Miller 2005, 11; Verbeek 2005) at times
acting as a quasi-other (Gell 1998). People can also easily anthropomorphise objects
when it suits (Epley 2008; Gell 1998). If consumers believe objects have an intentionality
or agency, the artefact can form the role of a ‘social other,’ entering into a relationship
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with the person (Epley 2008; Gell 1998) and reducing the likelihood of replacement
(Chandler and Schwarz, 2010; Cherrier, Türe, and Özçağlar-Toulouse 2014, 105).
Designers can thus embody liveliness and the role of a social other in artefacts to support
custodial practices and lessen disposal frequency.
Lastovicka and Sirianni (2013) argue that as object attachment grows, objects may
become ends in themselves, rather than merely a means to an end. Through this personobject relationship, the person starts to treat the object with more care and attention,
akin to a person-person relationship. Although their study and Chandler and Schwarz’s
studies related to motor cars, it demonstrates that people care for artefacts as if for a
person (Ibid. 59). Here, anthropomorphising is not in its visual form, but in its relational
status.
Through these authors’ research, they assert that an object is a carrier of an
“undeleteable past”, a factual, evidential past that is unchangeable by human agency
(Ibid., 105). As noted in the quote below by a survey respondent, the artefacts’
containment of history is perceived as physically embedded within photos and an object
the respondent found in their great grandfather’s abandoned home in a small village in
Sicily:

These [objects] are special as they were untouched for decades and
contained generations of family history dating back to the 1800s. (Survey
Respondent #47. 18-34 year-old, female, non-art-design professional,
2016)
Another of the survey respondent infers that an artefact is an embodiment of a relative’s
love, and thereby can act to ‘stand in’ for a social other;

Hand-made blankets (from mother-in-law). I see the time she put into it as
a declaration of love. (Survey Respondent #4, 18-34 year-old, female,
art/ design professional, 2016)
An artefact imbued with life, that is having a liveliness emanating from it, enables the
possessor to ‘feel into’ it, evoking empathy (Curtis and Elliott 2014, 359), and creating a
step towards a custodian-heirloom relationship.
This indicates an unexplored opportunity for designers to consider this further
evidential function of artefacts beyond the mediatory role in use. The full potential of
anthropomorphism can be holistically considered to combine the visual with the

102

relational.33 Combining these design opportunities, such as evoking personality, human
form, and agentic human-like action, the object’s liveliness can be strengthened.
The work Broken White by Simon Heijdens below is an exemplar of this approach. The
artefact transforms in a subtle but seemingly animate way (Figures 5-28 to 5-31). Akin
to wrinkling with age, his ceramic works develop visual cracks that eventually “form a
floral decoration that grows like a real flower” (Heijdens 2004, 2nd para.). He
simultaneously creates something lively yet static, contemporary yet referencing
historical ceramic patterning, that has the potential to trigger memory and be
enchanting as it grows with the possessor.

Figure 5-29. Heijdens, Simon. Broken
White, (ceramic bowl), 2004.

Figure 5-30. Heijdens, Simon. Broken
White, (bowl detail), 2004.

Source: Simon Heijdens. Accessed: 14
March, 2017, www.simonheijdens.com

Source: Simon Heijdens. Accessed: 14 March,
2017, www.simonheijdens.com

Figure 5-31. Heijdens, Simon. Broken
White, (bowl detail), 2004.

Figure 5-32. Heijdens, Simon. Broken
White, (bowl detail), 2004.

Source: Simon Heijdens. Accessed: 14
March, 2017, www.simonheijdens.com

Source: Simon Heijdens. Accessed: 14 March,
2017, www.simonheijdens.com

33

Also referred to as alterity relations (Verbeek 2005) and quasi-other by Don Ihde (1979).
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My creative work also explores this notion of artefacts as a relational other, particularly
in the domestic artefacts and the Perth Airport project. The works act to stand in for a
human, to reveal stories and trigger memory of historical places, people or events.

5.15

DESIGN FOR AGING

Designing for Aging embodies the quality of the construction and the ability for the
artefact to age gracefully while meeting enduring needs. A common characteristic of
‘conscious consumers’ is the desire to use environmentally or socially superior products
or services that physically and aesthetically age well (Marchand, Walker and Cooper
2010).
Custodian practices reveals significant insights into reappropriation, particularly as
custodians aim for objects to outlive themselves (Belk 2006). Enduring objects such as
the sacred, the ritual, the contemplative, and the heirloom objects, have long-term
durable meaning and message, and are built to last, or at least age well or be restored. It
is not expected that all artefacts that age well can become treasured, but it is a
requirement that the artefact itself can age gracefully, materially and symbolically.

5.15.1

MATERIAL AGING

Furniture surfaces with a perfect colour consistency express newness and unrealistic
perfection. Disruption to artificially perfect surfaces abruptly evokes negative
connotations, ensuring aesthetic obsolescence. On the other hand, surfaces which more
positively accept the passage of time or develop a pleasing patina can acquire evidence
of their age, signifying their survival over time. In eras past, patina signified the duration
of ownership of possessions, thus authenticating the extent of one’s status through past
lineage (Curasi, Price, and Arnould 2004, 620). Despite cultural change, patina still
implies quality. It is well-established by many theorists, including Chapman (2005), that
material qualities should age well for emotional endurance.
My creative production process revealed that designers can design the surface itself to
better accept or conceal changes over time; this feature of design was not found in
literature on aging gracefully and enduring design. Thus, through my creative works, I
have explored the possibilities of surface qualities to engage in the person-object-
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relationship over time, as well as accept or obscure aging or slight damage.34
What is deemed to be non-graceful aging of materials and surfaces is also socially
embedded and influences psychological obsolescence by implying transience and the
temporary (Garvey 2013,83; Hebrok 2014). Surfaces that age ‘better’ or do not require
maintenance by the time-poor are less likely to be disposed of. Surfaces that age can also
evoke empathy, allowing one to fall into the work (Bruno 2014; Gell 1998), as well as
having a haptic experiential quality of touch, touching, and being touched in return
(Stewart 1999, 32).
Figure 5-33 indicates the power of expressing time in surfaces and the multi-layering of
enduring principles. Interestingly, the surface not only evokes time and aging, but the
aging of the artefact reinforces its bodily accordance through its evident wear, a sense of
comfort and privacy by being able to ‘feel into’ it; the tactility of leather evokes a lively
and warm skin-like quality. This chair is also framed by the design industry as timeless
and collectible, with verifiable provenance. The patching with what appears to be tape
is revealing, proving that despite its wear and tear, this particular artefact has indeed
been cared for and rescued through repair, albeit an amateur repair, and is still, despite
this, valued. An exact equivalent that was not made with quality materials that age
gracefully would likely not have been maintained.

Figure 5-33. Eames, Charles and Ray Eames. Lounge Chair, 1956.
Source: Form Republikan, posted 3 March, 2017. Accessed 14 March, 2017,
https://www.instagram.com/formrepubliken/
Inauthentic or stylised aging, however, is generally ineffective, as the fake aging is instantly
revealed as such when damage happens in use, and negatively signifies fakery for the possessor.
34
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Although there is a resurgence in refurbishment of ‘classic’ furniture, some designers are
specifically addressing the re-finishing of discarded furniture in creative ways, beyond
the typical DIY up-cycling or professional restoration. Regarding their Spoken Leftovers
table designs (Figures 5-33 and 5-34), the group Design by Leftovers states the
exploration of time in their work, which enables a recontextualization of the furniture
and considers surface as both an opportunity for narrative as well as obscuring future
damage:
Something to trigger that deliciously fleeting laughter, the wry smile of irony or
an insightful nod... Words – captured and cast in a new light. To move, rouse,
inspire, provoke. Because they are worth hearing, seeing and feeling – over and
over again. (Design by Leftovers, n.d.)

Figure 5-35. Netsman, Linda and Jona
Netsman. Spoken Leftovers tables (detail),
n.d.

Figure 5-34. Netsman, Linda and Jona
Netsman. Spoken Leftovers tables, n.d.

Source: Design by Leftovers. Accessed: 14
Source: Design by Leftovers. Accessed: 14
March, 2017. Source: http://designbyleftovers.se March, 2017. Source: http://designbyleftovers.se

5.15.2

SYMBOLIC AGING

Symbolic qualities should also age gracefully, in terms of an object’s meaning. For
example, an authentic hide of an endangered species, complete with head and paws,
would likely imply negative connotations within contemporary consumer culture
compared to decades past. For design to be enduring, the design should thus consider
future cultural shifts. Although this may be difficult to anticipate, the designer should
consider the full history of the materials sourced and the fabrication, as well as the
symbolic meaning, and make ethical judgements to minimise the risk of future negative
connotations. Designers can consider focusing on durable meanings and messages that
have remained unchanged over long expanses of time.
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Cultural shifts and longevity of meaning have been explored directly in my creative
production of the community, built environment artefacts. The symbolic meaning and
concepts that drive the designs specifically address shared and positive associations
over large expanses of time. Briefly, From the Skies is based upon stories of the
constellations and telling of stories under the stars for millennia; Kaleidoscopic Wave
evokes the reflective ripples of the ocean’s surface to connect to place and community
activities; and the series Marri-Kingia Past references the fauna and flora, and its use by
humans over the millennia to also connect to the site.
Leftover by Design’s customised chairs (Figure 5-36) also demonstrate a creative way of
designing for aging while also meeting other Enduring Design Framework principles,
such as design for evolving physical transformation (by transforming existing damaged
chairs), design for narrative (by encouraging an imaginative reconstruction), and design
for liveliness (through personality and uniqueness of each chair). Their design potentially
enables appropriation of a ‘favourite’ chair by different people in the household, creating
direct emotional connection and relatedness, while the aesthetics draw upon
symbolically enduring elements, configured in a contemporary manner. The chairs allow
for future additions despite material obsolescence, as similar but different upholstery
would still be aesthetically harmonious to the whole. Provenance of the materials and
original chair history can also be woven into an imaginative narrative.

Figure 5-36. Netsman, Linda and Jona Netsman. Custom designed range of chairs, n.d.
Source: Design by Leftovers. Accessed 14 March, 2017, designbyleftovers.se/wp-content/
uploads/2013/04/g13.jpg

5.16

DESIGN FOR EVOLVING PHYSICAL TRANSFORMATION

Designing for evolving physical transformation accepts that designers can’t fully
anticipate exactly how objects are functionally used, and future functional requirements.
This includes but goes beyond recyclability, repurposing, and upcycling. Designers can
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support change by considering ambiguity in use, modularity, adaptability, and spatial
transformation needs over time. As Gregson and Crewe (2003) note, artefacts that
cannot be disassembled or rearranged can make reappropriation too difficult. “The
secret of sustainability in time… is in [the designer] being prepared to let go, to not try
and define each and every property and quality of a product in advance” (van Hinte 2004,
187 & 189).
Lifestyle and domestic space requirements change over time, yet furniture is often
discarded due to its physical limitations, because it no longer fits spatially or
aesthetically. Ensuring objects are adaptable seems an obvious yet largely ignored
consideration by designers. Although some tables may be able to expand or contract,
chairs may be stacked away or modular lounges reconfigured, these are still in the
minority of cases.
It is necessary for artefacts to have segregated components allowing the user to
appropriate and use parts in new and unexpected ways (van Hinte 2004, 193). This can
account for future, uncertain uses. Many have argued for this, and is commonly termed
‘transparency’, in relation to the making of electronic objects (van Hinte 2004; Verbeek
2005). However, this can also be applied to furniture.
Physical transformation enables a never-ending process of ‘re-enchantment’ (Gregson
and Crewe 2003, 112), reappropriation by subsequent owners, and the rescuing of
objects from the waste cycle. As one survey respondent stated in relation to one of their
precious items;
…[a]n old brass standing lamp. It's vintage and my sister restored it and designed
the shades that sit on it. It's one of a kind and guests always admire it. (Survey
Respondent # 18-34 year old female, 2016)
Re-making, hacking or reclaiming furniture or used materials for new use has been
recently re-examined by theorists (Malewitz 2014) and designers (Rubenis 2015;
Holman 2015), largely in response to environmental demands. In fact, the term “gap
exploiters”35 is used for many of these practices (Bakker 2014, 63).
Some consumers also practice a DIY approach with re-use of furniture and furniture
materials, while some designers/makers such as Piet Hein Eek and Martino Gamper
Gap exploiters are entrepreneurs seeking gaps in the commercial market that they can exploit
to make money, which involves “an existing product and, that the exploitation concerns leftover
value and lifespan” (Bakker 2014: 63)
35
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(Figure 5-37 and Figure 5-38 respectively) reappropriate used construction or furniture
materials. Others encourage DIY reappropriation of existing furniture or hacking
practice; that is, physically modifying the original, through instructional books (Bruno
and Baillet 2016), and websites (www.ikeahacker.net).
In viewing the work of Gamper specifically, one must ask if this form of re-designing as
a ‘critical design’ (Fuad-Luke 2009, 120) act only creates a short delay before it re-enters
the waste cycle? In contrast, Piet Hein Eek’s chair uses ‘waste’ material to create a chair
that would age better materially, symbolically and physically, and visually appears to be
comfortable. This highlights the importance of embodying multiple Enduring Design
Framework principles to enhance the potential lifespan of built environment artefacts.

Image deleted due to copyright

Figure 5-37. Hein Eek, Piet. Waste Waste
40 x 40 chair, 2014.

Figure 5-38. Gamper, Martino. 100 chairs in
100 days project, 2007.

Source: Piet Hein Eek.

Source: Martino Gamper. Accessed 14 March,
2017. http://martinogamper.com/project/a100-chairs-in-a-100-days/

The Piano Credenza by Adam Goodrum exemplifies the opportunities for the
professional designer and/or maker to radically transform existing products into a new
functioning form. The owner commissioned the designer to use her piano as components
for a new furniture piece (Broached Commissions, 2015). The pre-existing relationship
with the piano ensures the materials are already imbued with positive association. The
design demonstrates how pre-loved materials can be reappropriated for an entirely new
functional use — in this instance a functioning sideboard, resulting in something that is
unique, highly crafted, imbued with emotion and evidence of past people, place, and
events and provenance.

109

The strength of this design lies in the imbued history that is not only symbolically
understood by the current possessor, but the musical origins of the materials are selfevident and presented in an unexpected manner, thus stimulating a future possessor’s
desire to understand and construct an imaginative narrative. This invites
reappropriation by others not party to the artefact’s exact history. The Piano Credenza
(Figures 5-38 to 5-41) addresses the parallel issues of meaningful and historical
signification, objectification of social relationships, and consumption as curation or
preservation of history, thereby encouraging custodial practices.

Image deleted due to copyright

Image deleted due to copyright

Figure 5-39. Goodrum, Adam. Piano
Credenza, 2014.
Source: Broached Commissions. Accessed: 14
March, 2015, http://broachedcommissions.
com/piano

Figure 5-40. Goodrum, Adam. Piano
Credenza (detail of top), 2014.
Source: Broached Commissions. Accessed: 14
March, 2015, http://broachedcommissions.
com/piano

Image deleted due to copyright

Image deleted due to copyright

Figure 5-41. Goodrum, Adam. Piano
Credenza (detail), 2014.
Source: Broached Commissions. Accessed: 14
March, 2015, http://broachedcommissions
.com/piano

Figure 5-42. Goodrum, Adam. Piano
Credenza, 2014.
Source: Broached Commissions. Accessed: 14
March, 2015, http://broachedcommissions
.com/piano

110

5.17

REFLECTIONS ON THE ENDURING DESIGN FRAMEWORK

The proposed Enduring Design Framework is framed by the post-phenomenological
perspective of enduring objects and focuses on extending object endurance via a personobject relationship. Because people and their things can exchange properties (Bennett
2009, 9; Cherrier, 2014), artefacts can give rise to memory, emotions and imbue the
artefact with the properties of ‘another’ to heighten potential as an heirloom or an
enduring status.
Enduring artefacts can stimulate a sense of responsibility in the owner to care for them,
and become a custodian, forming a custodian-heirloom relationship. This new
framework articulates the ways designers can encourage the enduring custodianheirloom relationship by drawing on disparate research from the fields of material
culture, anthropology, consumer behaviour and design.
Understanding reappropriation rituals are crucial, as they enable an artefact to be
transferred to another when the current owner is relinquishing ownership.
Reappropriation rituals, including recovery, divestment, and transformative rituals,
were identified by Gregson and Crewe (2003). I have demonstrated how these rituals
can imbue objects with meaning and encourage imagined narratives and feelings, or
engender empathy for the object. Through interaction and evolving physical
transformation, each has the potential to save the artefact from being considered waste.
I have incorporated two additional rituals — custodial priming and curatorial framing.
Designers can extend artefact life by considering these rituals; for instance, they can
embed a recoverable provenance or narrative in the artefact.
Designers should then prioritise qualities that are in themselves more enduring and time
dependent and experiential. Designers can introduce elements of discovery, narrative,
contemplation, imagined narrative, interaction, community and kinship connectedness,
and liveliness, that support unchanging, enduring needs.

Although aesthetic and

instrumental functions are components of the framework, an emphasis should be placed
on imbuing the artefact with memory, evidence or liveliness to strengthen the personobject relationship.
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Aesthetic qualities are to be considered as a supplementary, not primary consideration,
as the survey results from consumers reveal. From my research, the evidential functions
of history and narrative largely inform the irreplaceability and custodianship of unique
heirlooms and precious artefacts.
Additionally, heirlooms are rarely one-dimensional in significance. Using multiple
constituent parts of the Enduring Design Framework encourages multiple opportunities
for the possessor to build and potentially accrue various meanings and significance to
further heighten the person-object relationship intensity. This layering of meaning,
understanding and value through experience over time, is also rarely mentioned or
raised in design discourse, and yet has been revealed through this research as being
significant to the evolution of enduring artefacts.
The survey outcomes further suggest that designing for intergenerational endurance of
mobile artefacts necessitates appealing to the qualities that connect to memory and
kinship relations which are most sought after by females, as they engage most in
bequeathing behaviours.
This framework concedes that designers have no ultimate control over the postacquisition experience; however, design considerations can encourage custodianship by
shaping the emotive response of consumers to artefacts. This has been both purposefully
and intuitively (Claxton, 2000) explored in my subsequent creative practice throughout
the action research cycle. The following chapter presents the creative practice outcomes
in relation to the literature review, framework and intuitive design process.
In summary, the EDF principles and how they may be implemented in practice by
designers and manufacturers are listed in Table 5-6.
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Table 5-6. Summary of Enduring Design Framework principles and implementation
examples
Principle

Design implementation and actions

Design for
bodily
accordance

Consider tactility for mnemonic reference, through forms or surfaces
that evoke an embrace, positive associations or motion that evokes
comfort.
Employ surfaces that adapt to the body through repeated bodily
actions to generate unique comfort for the user over time or wear,
such as becoming smoother or softer over time.

Design for
empathic visual
relations

Encourage a ‘feeling into’ the visual form that evokes empathy toward
the object, or the object appears to expresses empathy toward the
user.

Design for
kinship and
self-relatedness

Evoke visual characteristics, such as form, symbolism and materials
specific to the kinship or community group, akin to a totem.
Create unique or personalised artefacts that reflect or recognise
kinship identity, significant past life stories or events.
Integrate symbolism or visual expression that triggers community or
kinship belongingness and a sense of place within one’s community.

Design for
community
connectedness

Use locally sourced or culturally relevant materials for the market, to
connect to place as it relates to either homeland or host land, from a
migrant’s perspective.
Preference materials with minimal processing or materials with
irregularity, to highlight the natural quality and origin of the
materials; for example, natural grass fibres, wood grain, stone veining
and natural surface finishes, rather than surfaces that evoke
artificiality, such as a high gloss finish.
Provide traces or evidence of the maker, to impart human identity to
the object, e.g. through hand fabrication, subtle inconsistency of
fabrication.
Incorporate unique craftsmanship that is evidently not possible
through machine fabrication.
Create a sense of connectedness to the individual or groups of
individuals as part of the network of the artefact’s coming-into-being;
this also enhances the ‘framed provenance’ principle.

113

Design for
framed
provenance

Communicate the limited-edition or one-off production process
evidenced explicitly on the artefact, through branded stamps,
certification etc., or communicated through external media.
Communicate the high quality or unique craftsmanship extrinsically to
the artefact, such as through online media platforms.
Collaborate with artists or renowned designers, for exclusive
variations (colour, patterning, surface etc.) to enhance the sense of
authenticity and creating rarity, thereby attracting collectors,
connoisseurs or develop ‘aficionado-appeal’.
Develop a way of recording ownership or the object’s involvement in
special events, use by renowned people, or evidence of its place of
origin within or extrinsic to the artefact. This can be achieved through
transmission of production and design information (such as live
recordings or imagery, through social media such as Instagram) or
through accompanying physical or digital products. Bemoir is a phone
app that records events, details, and the artefact history through
photos, words and audio recordings which can later be forwarded
onto to others, thereby sharing the artefact’s social life (Mo Works
CreativeAgency 2015).
Reveal object history such as material origins, ideation origins,
fabrication origins, meeting the makers through various means, such
as person-to-person, print, online or other media.
There is an increasing interest in the hand-made (Luckman 2015) and
open house artist/design maker studios, and factory tours. There exist
opportunities for designers and manufacturers to further ‘frame’ and
provide object biography in an authentic way, as opposed to
advertising (Parsons 2009, 29), to create understanding and
connection to objects, while cushioning the impact of commercial
advertising that tacitly promotes discarding of the used.
Explore opportunities for uniqueness such as using upholstery fabrics
with irregular or unpredictable patterning, or an excessively long
pattern repeat or texture, which, when applied to a form, create
unique variants each time. For example, in the design of Repeat Classic
Print Textile by Hella Jongerius, designed in 2001 (Roberts 2007, 181).

Design for
narrative

Construct a narrative that is told about the object (extrinsically), for
example online, through partnered activities such as marketing or
advertising, textual or visual myth-making,36 with the packaging or
material object itself, through verbal discussion or print material
available, perhaps made available at point of sale.
Tell a story through the object (intrinsically) on the object surface,
inside the object, or through a paired digital or physical artefact.

Although Walker’s examples are not aimed at consumers, his ‘visual myth’ posters tell a story
about his designed artefacts that are “supplementary…provides insights about the creative
process” (Walker 2011b, 105).
36
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Design for
narrative
(continued)

Design to trigger discussions with others so the object builds up
experiences over time.

Design for user
interaction

Enable user participation in the conception of the project such as
commissioning and providing the brief or materials for its
manufacture. This is typical of a one-off bespoke approach and may be
cost prohibitive for many consumers.

Integrate narratives. Narrative may be false and entirely imagined or
hinted at and open to interpretation. This approach facilitates the
imagined historical reconstruction behaviour found predominantly in
male second-hand consumers and reinforced in my survey and
interviews. Narrative may be clear and defined or ambiguous.

Enable users to continue to interact with the artefact during use, i.e.
modifying configurations and functions
Enable the adaptation of an existing object for completion by the
consumer; termed the ‘unfinished object’ by Parsons (2008). Designs
can afford adaptation and personalisation by having predetermined or
open options for customisation. For example, websites such as
IKEAhackers.net empower affordance via DIY alterations to existing
objects, suggesting how IKEA surfaces that are intentionally left can be
user decorated, or designed components can be added to the existing
to modify or personalise the design. These products are often lower
cost and thereby available to more people, while simultaneously
creating ‘transparency’ advocated by design theorists (Marchand,
2009; Walker, 2010).
Consider the artefact as a visual ‘background’ or as a ‘silent
performer’, that is something that goes unnoticed until it fails, it is not
associated with social status (Park 2010, 88) and therefore does not
fall out of ‘fashion’ or trends in social status.
Integrate co-creation in the design phase through online interactive
generative programs that allows the user to modify parameters of a
design for personalised aesthetic, function or features. 37 Sometimes
called ‘open source’, ‘mass customisation’ or ‘open design’ (Thorpe
2007, 145).
Provide personal customisation at point of order to create one-off or
limited-edition customisation also raises its perceived value and selfrelatedness38.
Design for selfactualisation

Invite contemplation, slowing down, or enabling a spiritual ritual.
Consider how to incorporate reminders of transcendent and enduring
human virtues, such as humility, honesty, commitment and dignity.

37 Although

some furniture manufacturers have embraced the customisation of furniture, when
customisation is limited to colour or material, personalisation is minimal. Digital production
processes allow a far higher degree of variation and cost effectiveness.
38 “TOG goes further, with a focus on the final user customisation: a do-it-yourself concept in order
to foster uniqueness leaving it to the customer’s fantasy and creativity… [or] selecting a
customiser from a network of creatives around the world for a bespoke commission.” (TOG
2017b, 2nd paragraph).
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Design for
enchantment

Employ techniques which demonstrate a workmanship of risk.
Effectively communicate to the consumer, an enchantment and
appreciation of value in craftsmanship and manufacturing skills.
Tangibly embody time, care and effort in the work.
Create artefacts which imply difficulty in their coming-into-being.

Design for
liveliness

Use or create surfaces that have a natural, evolved or ‘lived’ quality,
akin to or resulting from nature, through texture, patina, pattern,
gradation or variation in colour, grain and the like. Integrate
variability in production processes so no two objects are exactly alike,
akin to something alive.
Endow the artefact with narrative which stories can be told through,
akin to the way we use photos; a defining feature of heirlooms; it acts
as a stand in/a relational other.
Maximise the opportunity to collect memories through a possessor’s
experience with it, that is to be used in daily life or multiple ways.
Embed an ambiguity or curiosity that stimulates imaginative history
making (Gregson and Crewe, 2003, 147) so as to be perceived as
imbued with social other.
Make tangible object biography or personality.
Express other relational anthropomorphism qualities such as a helpful
or supportive function that ‘stands in’ for a social other.

Design for aging

Design for variation within the work where a new component of a
differing age or time will not be seen as incongruous (see Figure 5-36).
Design to be engaging over time, such as irregular or textural surfaces
and enchanting qualities that take time to experience, discover or
attempt to understand.
Design the surface and material to harmoniously absorb or deflect the
impact of time and use, such as scratches, dents and even cracks.39
Consider meaning beyond the ‘now’ and consider possible future and
intergenerational interpretations.
Design for discovery over time, with elements revealing new
information through use or reconfiguration.
Design with quality construction and materials.

Wear and use however should take a considered approach, as bodily smell and stains often
devalue possessions (Gregson and Crewe, 2003) and thus evidence of wear and use should be in
a form that can be appropriated yet maintain value.
39
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Design for
evolving
physical
transformation

Design to facilitate the future re-processing of the material beyond the
‘first’ artefact life of the material.
Reuse existing artefacts or materials that allow an artefact to evolve
(with the potential to add ambiguous symbolic meaning to entice
imaginative and creative engagement).
Design to maximise reappropriation, modification, reconfiguration,
modularity, compatibility and functional role over long time periods,
including introducing new parts to adapt the existing over time.
Design for flexibility of parts over time, in particular ensuring parts
are easily separable and replaceable with no need for specialist tools
or equipment which may become obsolete over time.
Employ manufacturing techniques or materials that are less likely to
succumb to obsolescence, thereby enabling future addition of
matching parts if needed.
Design shrouds or skins that can provide both protection of the
original and simultaneously signify a temporary new user preference.
For example, preserving a fading trend under a cover which can be
removed later if the trend returns. This extends the life span of the
original object, and potentially dealing with the non-self relationship
problems with unwanted or disliked aesthetics of inherited products;
Working akin to ‘Gap Exploiters’ (Bakker et al. 2014, 63)
Create the opportunity for reappropriation, reconfiguration or cocreation by the user, i.e. a kit-of-parts system make connections or
disassembly self-evident, multi-functional, simple and easily
understood, small, easily transportable and lightweight components,
and to minimise disengagement or confusion.
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CHAPTER 6

ENDURING ARTEFACTS THROUGH
CREATIVE PRACTICE

This creative practice component of the doctoral research is to explore and speculate on
approaches to enduring design through contemporary fabrication processes and
propose creative and tangible alternatives to the existing approaches.
To explore the concept of enduring design with a wide scope, my creative production
research encompasses built environment artefacts at a small scale, such as furniture, and
larger scaled (up to 200sqm) public artefacts. It was important to consider how artefacts
may be transferred between family members, as well as considering how objects can
connect to an unknown audience to maximise reappropriation and the potential to be
enduring. Additionally, the projects range from bespoke, one-off, highly crafted artefacts
to propositions for DIY and Open Source, co-created products.
The artefact’s role as evidence offers new opportunities for design by encouraging ways
in which artefacts can act to stimulate mental engagement and rituals, form connections,
and build new experiences and narrative. This doesn’t imply that the domestic artefacts
will replace or embody witnessing in the same way as photographs may, nor is this the
only way to make artefacts enduring. Rather, a balance and combination of approaches
is proposed across instrumentality, aesthetic and semiotic considerations, while
incorporating evidence (through participation or historical narrative) to support the
opportunity to trigger memory. This combination of artefact functions can be
emotionally evocative and afford custodianship.
While form has long been explored as a mode of expression, I instinctively explored how
the surface can invoke contemplation and a deep reading of the work, to facilitate rich
interpretations and trigger memory. Personal experience is always user dependent and
outside designers’ full control, but this doesn’t imply that designers must surrender their
influence on the communicative role of the surface.
By exploring this new path for attachment, the creative production described here
demonstrates how design can engage with concepts of time, enrich opportunities for
constructing meaning, create opportunities for real and imaginative historical
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reconstruction, and keep stories alive to engage with future custodians. The surface of
public or private artefacts provides an impetus for discussion to stimulate sensory
engagement, and inspire contemplation.
In the previous chapter, I have reflected upon how the Enduring Design Framework
relates to existing practice by highlighting what I have interpreted to be amongst the
exemplary works of each of the twelve constituent parts. I subsequently explored
intuitively what I felt were neglected design opportunities in response to the research
questions.
The creative production commences with examination of my own children’s extended
family going back four generations, as a way of piloting discussions, freely exploring and
testing ideas without external limitations or client expectations, to create a bespoke,
intimately scaled heirloom artefact titled Endless Quilt. I created another work, The
Unforgotten, examining one daughter and her mother’s relationship through narrative
and memory.
To push the applicability of the emerging framework, I then explore the framework
through a series of what I have termed community artefacts within the built
environment. I examine how narrative can be applied at the public scale in a 90sqm
acoustic wall installation, From the Skies, addressing a vastly diverse community of
international and local audience at the Perth Airport. Further, I explore more integrated
public artworks, Kaleidoscopic Wave and Marri-Kingia Past, both at senior schools,
communicating past memory and site history to give contemporary relevance and
awareness of past events, places and others to the current young custodians of the space.
The final works are two iterations of a self-assembly design, a prototype, En-case and For
Now, For All-ways, that explore a user consultation model for commercially viable
domestic furniture.
As mentioned in the methodology section, expert reviewers were appointed to critique
the Endless Quilt and The Unforgotten works. The feedback largely reiterated my views,
my research and direction. This supported my personal critique, but also raised
questions about enduring design and low-cost artefacts, which are addressed by For
Now, For All-ways. Although the reviews are not directly addressed within this section,
they are included in the appendix for reference.
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As a result of the creative practice process, I integrated and explored new techniques to
treat artefact surfaces that became integral to the works. I developed and refined ways
of exploring the surface, from: texture — both shallow and deep engravings with selfdesigned illustrations; to the use of images, words and illustrations; to photographs of
sentimental artefacts with 3D engraving, to create mnemonic texture. Additionally, at a
larger scale I explored creating surface texture and visual representation through
perforations, and thereby blurring the boundary between surface and form. I also
examined ceramic printing of self-designed illustrations on glass, to ephemeral collaging
of photographs digitally printed onto timber. This enabled me to explore narrative at
various scales and levels of intimacy, for various audience sizes.
By discussing my work informally with audiences and watching their behaviour, I noted
that the imaginary historical reconstruction that Gregson and Crewe discuss was evident
in the audience. I noted the sense of discovery evoked through ephemeral or assemblage
techniques of engagement was particularly effective in the audience, as they would be
physically drawn into the work to discover its meaning and ask questions.
The design process also informed the Enduring Design Framework in ways I had not
anticipated. Through these projects I came to realise, for example, that design for aging
can go beyond merely selecting materials that age elegantly. Instead, designers can
modify standard supplied surfaces to yield rarity and uniqueness, personalisation and
user participation; on a practical note, it also serves to redirect attention away from
incidental damage or scratches. Additionally, the design process enabled me to
intuitively explore symbolic meaning and narrative deeply embedded over multiple
generations, to seek ways of surpassing fashion, trends or status-seeking newness, to
give rise to the concept of designing for symbolic aging.
Similarly, the Endless Quilt spurred interest in exploring design for bodily accordance,
design for liveliness and design for empathic visual relations, thus far not explored by
design theorists addressing enduring design approaches.
I will now discuss the details of each project independently, and indicate which
principles from the Enduring Design Framework have manifested materially.
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6.1

DOMESTIC ARTEFACT: ENDLESS QUILT

Figure 6-1. Forlano, Penelope. Endless Quilt, 2012. Elevation diagram. Forlano, 2017.

Figure 6-2. Forlano, Penelope. Endless Quilt, (overall closed view), 2012. Forlano, 2017.
Dimensions: 2,100mm W x 1,100mm H x 120-350mm D
Materials: Reclaimed WA Blackbutt timber, pre-impregnated fibreglass and mild steel, PVA
glue, Dacron, battery and LEDs. Manufacturer: Forlano Design and Composite Components
Exhibition: IDEA International Symposium research exhibition, ‘An Interior Affair; A State of
Becoming’, FORM Gallery, King St, Perth. September 7- October 6, 2012.

The Endless Quilt was the first experimental, doctoral creative work; an artefact
expressing kinship-embedded self, revealing family history and identity as open-ended
and in a “state of becoming” (Forlano 2012, 30). Driven by research on artefacts
mnemonic of significant persons, places and events, this work creates a new site for the
expression of past and future development of emotional attachment and the extended
self.
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This project has enabled an understanding of how consumers may participate in a design
process while also learning about, constructing, or seeing their identity in a new mode.
The symbolism creates an opportunity for recollection, mapping a chosen history and a
curation of family history explored through surface.
Materialisation of Design for Kinship, Self-relatedness and Narrative
I reflected on my own and my husband’s memories, stories about kin, and held informal
discussions with family about what shaped their lives and their parents’ lives to
represent four generations of stories.

I visually mapped the most evocative and

strongest stories (Figure 6-3). This aimed to express the shared kinship-embedded self
for my family and children.

Figure 6-3. Composite family tree and visual mapping. Forlano, 2012.

The form was inspired by quilt-making techniques for its association with traditional
quilt making and storytelling. Quilt making was traditionally practised through the
women’s work of sewing and making objects of family significance. Quilts materially bear
witness to women’s invested time and their handcraft and are also typically constructed
by the matriarch. The quilt is a material embodiment of her family role as mother,
nurturer, and provider of warmth and protection. In this sense it mirrors me, the maker,
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and my role as mother, constructing an heirloom for my children and is thereby
particularly apt, imbuing the work with my effort, time and creativity.
As exemplified in this heavily embroidered Westbury Quilt (Figure 6-4 and Figure 6-5),
women often embroidered illustrations, stories and poems or words to evoke place,
memories, and to keep family stories alive and visually present within domestic space.
This embroidered and narrative aspect for quilting is implied through the laser
engravings.

Figure 6-4. Hampson, Misses. The
Westbury Quilt (detail) c. 1900-1903,
(Fabric quilt). Photo by author.

Figure 6-5. Hampson, Misses. The Westbury
Quilt c. 1900-1903, (Fabric quilt). Photo by
author.

National Gallery of Victoria, Melbourne.

National Gallery of Victoria, Melbourne.

Endless Quilt is the first creative work in my professional practice in which I integrated
illustrations, graphics and text via laser engraving techniques and visual narrative. The
digital data for engraving emerged from various techniques including photography,
digital illustration (using various programs) and scanning of three dimensional artefacts.
I also experimented with various effects from shallow to deep and 3D engraving to evoke
various levels of intensity, detail and visual attention in the work. Most significantly,
engraving allowed me to create extremely small and intricate detail akin to the fine
thread of needlework, to draw in the viewer, create a person-object intimacy, and
encourage a tactile engagement.
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Materialisation of Design for Enchantment
Further responding to sustainability issues, the traditional quilt expresses itself as an
assemblage of off-cut fabrics considered less useful, and transformed into a useful
artefact. In the Endless Quilt, the major materials — timber, metal, Dacron and fibreglass
— are all off-cut ‘waste’ materials transformed through craft and intricate techniques to
become engaging and valued, akin to an artwork. The timber is from domestic floorboard
off-cuts, the fibreglass and metal are off-cuts from our family fabrication business, and
the Dacron strips (for the live hinges) are recovered from a local sail-making company.
Through the processes of joining, cutting, machining, engraving and assembling, the offcut materials become something of increased use, exchange and emotional value.
Quilt making emerged as a ‘make do’ or patchwork product, frequently trimmed into
geometric forms, stitched together to grow larger and larger over time, and this is echoed
in the Endless Quilt. The object form of the Endless Quilt references this quilt making
tradition with triangular geometry as this is the most graphically mnemonic of quilting
(Figure 6-6 and 6-7).

Figure 6-6. MacArthur, Elizabeth. Quilt,
c1840.

Figure 6-7. Unknown creator. Quilt,
(detail) c1840.

Photo by author, 2015. National Gallery of
Victoria, Melbourne.

Photo by author, 2015. National Gallery of
Victoria, Melbourne.
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Quilts are both crafted artworks and practical objects. Conceived as bedding, they are
also viewed as an artform in their own right, at times hung on walls as textile art. My
creative work is similarly conceived as somewhat ambiguous; a wall mounted
contemporary (quilted) bed-head with semi-concealed functions, or a wall-mounted
artwork. Particular modules have small functions, intended as a discovery for the
possessor to know, but to be semi-concealed to the casual observer.
This semi-concealed function was designed as a way to reveal something to the
possessor that the casual observer is unlikely to notice, creating a personal engagement
with the object40 and a sense of discovery. Additionally, it reinforces the ambiguous
purpose of the work. Of the three operable components, two can be lifted up and
magnetically held in place to form bedside reading lights, and the other can be folded
down and used as a shelf, to place reading glasses or jewellery just before sleeping
(Figure 6-8).

Figure 6-8. Forlano, Penelope. Endless Quilt, (components in open position), 2012.
Photo courtesy of FORM and IDEA.

Gell (1992) describes enchantment as when the possessor is in awe of the object and
desires to be “possessed in an intellectual sense rather than a material sense… (of the
object’s) coming-into-being” (49). If this can be achieved, the object nurtures a custodial
relationship, as it appears to transcend the ordinary and everyday, and is more likely to
be worthy of bequeathment. The Endless Quilt has been designed to have intricate detail,
demand craftsmanship, and require the possessor to contemplate its meaning and
unique fabrication to generate an enchantment.

Elements within the form that suggest a peeling away from the wall are able to be grasped and
hinged open. Sandwiched between components, the white Dacron is only barely visible and acts
as a live hinge.
40

125

Materialisation of Design for Interaction and Evolving Physical Transformation
The modular geometry and potential for ongoing expansion enables parts to be replaced
if irreparably damaged or the meaning of representations shift negatively over time.
New parts can also be added to contribute new stories. Whereas large or heavy timber
heirlooms require their new possessor to have the required space to accommodate such
a piece, this intentional breakdown of small and lightweight parts allows the work to be
spread throughout someone’s dwelling, assembled together, or be split between
custodians in order to increase the likelihood of the longevity of the object. This is
depicted in the visual series (Figures 6-9 to 6-11).
Furthermore, the modular design requires the user to make decisions as to whether its
goal is purely decorative or requires functional parts, how it is configured, and the
quantity of parts — what Verbeek and Borgmann refer to as active engagement (Forlano
2012, 30).
The ‘flexibility’ dimension allows the user to configure the modules in endless
ways, allowing users to add or subtract depending on their life situation. The
user can appropriate, control, modify and adapt the work over time so it is a
constantly evolving work. The person-object relationship and personal
knowing of the object are strengthened by the user’s control, revealing or
concealing the internal components and hidden uses. (Forlano 2012, 31)
Materialisation of Design for Narrative
As the facetted or triangular form created was simultaneously becoming ‘fashionable’
across various design disciplines at the time, there may be the assumption that the form
is intentionally designed to be on-trend. Although it references traditional quilting, the
form may ‘fall out of style’. As the triangular geometry also incorporates the engraving,
however, it has a distinctly narrative association and I propose that it thereby extends
the design beyond the purely visual form to genuinely reflect quilting and authenticity
in its design. It is anticipated that the richness of meaning and the detailing that draws
in the viewer evokes curiosity and imaginative narrative (Figures 6-12 to 6-17).
An alternative viewpoint is that in the future, it may be seen as being ‘of its time’ and
capturing the aesthetic spirit; however, this can only be determined through future
research.

126

Figure 6-9. Forlano, Penelope. Endless Quilt (five components), 2012.

Figure 6-10. Forlano, Penelope. Endless Quilt (eight components), 2012.

Figure 6-11. Forlano, Penelope. Endless Quilt (eight components), 2012.
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Figure 6-12. Forlano, Penelope. Endless
Quilt (detail of Italian poetry), 2012.

Figure 6-13. Forlano, Penelope. Endless
Quilt (engraving details of Madrid streets
and nautical flag graphics), 2012.

Figure 6-14. Forlano, Penelope. Endless
Quilt (engraving details of lyrics and
Alcazar building details), 2012.

Figure 6-15. Forlano, Penelope. Endless
Quilt (engraving details of lacework),
2012.

Photography by Critchett, Kyle 2013.

Photography by Critchett, Kyle 2013.
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Figure 6-16. Forlano, Penelope. Endless
Quilt (engraving details of cranes), 2012.

Figure 6-17. Forlano, Penelope. Endless
Quilt (engraving details of “Penelope, the
weaver”), 2012.

Image courtesy of FORM.

Photography by Critchett, Kyle 2013.

With no clear starting or end point to the storyline sequence and relation of parts, it
reflects memory itself as fragmented and incomplete and a blurred notion of time
(Figures 6-12 – 6-17). This design approach is intended to be suggestive and alluring,
drawing one into the story to contemplate its meaning, to engage with it carefully and
intimately, to uncover details, or to construct an imagined history allowing for a
‘recovery ritual’ process.
The form and inscriptions suggest stories, to allow for an interpretation by the viewer,
such as: a partial sailing chart of Rottnest Island reflecting the family’s sailing pastime
and a six-month residency at the island; a geometric pattern made of sailing flags (Figure
6-13); a well-known poem by a famous Italian in his home town dialect (Figure 6-12),
which is not only about family, but the author was my paternal grandmother’s friend,
and the poem is a favourite of my father’s.
The engravings reflect intimate family knowledge to reinforce its personalisation, and to
recall memories of those who hear the stories, or to create a re-imagined narrative if
reappropriated by others. The symbolism in the surface, combined with the formalaesthetic design and evidential story-telling role, enables personal experience,
contemplation, and narrative construction, as essential components of emotional
connection and long-term ‘feeling into’ the work.
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Materialisation of Liveliness
It is through these multiple approaches and layering of principles that I expected it to
transcend the purely visual or symbolic role. The narrative element of the engraving has
an evidential role, to act as a story-telling device, and to evoke discussion through the
multifarious symbolic messages.
Stories from my family’s past are suggested and implied, but not entirely explicit. Less a
literal autobiography of family ‘facts’ such as family photos, significant dates or data, the
imagery is represented as if stumbling upon fragments of a story which is yet to be fully
constructed or revealed. Laser engravings predominantly finish at the edge of the
surface, as if graphics and illustrations are cut abruptly and incomplete, so to appear as
partial messages to be decoded. Other surfaces are blank, perhaps erased or yet to be
inscribed. The form itself has an incompleteness yet continuity; spaces between the
timber components suggest missing elements, or space for future elements to be
inserted, to imply the story is still evolving, still living.
The work also looks to the future. By making these memory fragments visible, they
become present in the here and now, in the space, and a stimulus for discussion.41 The
intention is that discussions of the work aims to incite potential future custodians’
emotional attachment by appealing to the shared elements of the kinship-embedded self.
As we live with the work personally, it stimulates discussion with my children to hear
stories, explain the engravings’ significance and gives an insight into family heritage. This
demonstrates a way to encourage the priming of future possessors and custodial
knowledge transfer to avoid disposal of the object.
This collaged effect of moments, stories, places, events, and histories, weave together to
give a historical ‘picture’ of who this family is, in a very specific, connected and
inalienable manner. This form of montage, with no clear beginning or end, allows the
viewer to make their own creative associations and connections between the surface
representations and personal memory of stories and the like.

In contemporary western lifestyles, sitting around the dinner table or fire telling stories of the
past is fading. I believe the need for interrupting the everyday to stimulate personal and family
discussions assists us to meet the ‘higher needs’ that Maslow discusses, through moments that
stimulate self-reflection.
41
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Embodied within the work are several ‘others’ (ancestors), each telling their own story
across time and space. For the possessor, it reflects what elements they choose to present
within the home to others and what they decide to add and give to their future heirs.
In her book Surface, Bruno argues that just as a sense of place is constructed of the
various visual (and other sensory) representations in the arts, over time and through the
‘flow’ of memory (Bruno 2014), so too can a ‘sense of self’ be constructed. The Endless
Quilt reflects this process of visually reflecting the past through stories and
representations of significant life events of self and others. They are embedded into the
artefact’s surface to be lived with, and enable self-identity to become somewhat tangible,
reflecting back in a particular “mode of seeing” (Bruno 2014, 188).
Informal feedback
When Endless Quilt was completed and exhibited in 2012, the audience feedback proved
valuable. Without explaining the project verbally or with text to the audience, the
informal discussions revealed that the audience perceived the work as highly personal,
despite not being clear on exactly what personal story was being revealed. It was also
remarked many times that it appears to have been a long making process heavily
invested with the maker’s time. This indicates that the project successfully evokes
narrative, kinship and self-relatedness, liveliness as a storytelling other, and the
enchantment principles I aimed to evoke. However, the depth of knowledge of family
history required for this project is evident, and thus with the associated time and cost, it
has limited commercial applicability.
As a designer, this project sparked interest in developing areas I felt were a gap in the
design of enduring artefacts and practice in general. Most notably these gaps were
identified as design of the surface itself, rather than relying on manufacturer’s options
and the kinaesthetic understanding of the work through the moving parts. The former is
explored in all future projects, and the later was mostly explored in the En-case and For
Now, For All-ways projects. Additionally, in combination with theory, the design of this
project gave rise to the Enduring Design Framework concepts of design for liveliness.

131

6.2

DOMESTIC ARTEFACT: THE UNFORGOTTEN
Section 6.2 is adapted from the article ‘Resurfacing Memories; Mnemonic and Tactile
Representations of Family History in the Making of New Heirlooms’ in Interstices Journal
‘Return to Origins’, Issue 17, 2017

Figure 6-18. Forlano, Penelope. The Unforgotten, hall console, 2013. Elevation diagram.

Figure 6-19. Forlano, Penelope. The Unforgotten, hall console, 2013.
Photography by Eva Fernandez, courtesy of FORM, Contemporary Craft and Design.
Dimensions: 1,380mm W x 950mm H x 335mm D. Materials: American black walnut timber
and stainless steel. Exhibited: “From the Atelier”, FORM Gallery, Perth, Australia. 13 June - 29
August, 2013.
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As the entry of the home is a powerful signifier of personal space and identity, The
Unforgotten hallway cabinet was designed to be an entry marker reflecting the essential
concerns of the resident, intertwining emotional gravitas with product durability (Figure
6-18 and Figure 6-19). The geometric and facetted timber front and sides of the
cabinetwork facilitate the expression of past memory as distinct life episodes collaged
together in a traditional quilt-style narrative, similar to the Endless Quilt. The cabinet’s
form creates a series of variegated surfaces into which the narrative of the client can be
read as distinct yet connected stories in order to reify social relations and memory.
Materialisation of Design for Aging
The Unforgotten is made of solid stainless-steel rod and solid American Walnut timber
finished in natural, non-toxic furniture oil and wax, to ensure material longevity and
potential surface renewal as it ages. The low sheen finished timber and the electropolished stainless steel (solid) rods and use of premium quality materials increase its
potential to be valued inter-generationally.
The timber also characterises age, not only in the decorative application of ‘past’
memories, but also in the growth swirls timber grain. The natural aging of the timber
contrasts with the slower metallurgical aging of the base, reinforcing a passing of time
over long periods, denying the ephemerality of the artefact.
The design also references quilting with a series of engravings which is intended to evoke
uniqueness and narrative in both form and surface, being key to irreplaceability of
artefacts, while also not being ‘on trend’, to maintain longevity in its symbolic meaning.
The engravings are of symbolism or objects that are 60 years old or more, reinforcing a
long view of time.
Materialisation of Design for Narrative and Kinship
The Unforgotten exemplifies opportunities for emotional connection through tactile
experiences and mnemonic qualities, and by beckoning the viewer to be drawn in and
create intimacy through touch. It was revealed through an informal interview that the
client possessed some disparate and highly personal objects kept hidden for over 60
years in a small box, which served as the driving force to reflect personal history and
intergenerational narrative in the hallway cabinet. These objects — the only physical
possessions remaining of the client’s mother after her passing during child birth — had
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been stored away so as not to be damaged by time, from handling, from light, and other
intrusive environmental elements. Amongst the possessions were her mother’s handwritten poetry (Figure 6-20), hand-made silk embroidery (Figure 6-21), newspaper
cuttings, and hand-drawn diagrams of embroidery never completed (Figure 6-23).
The texture of the silk (Figure 6-21) now partly decomposed, is captured in the cabinet’s
surface treatment. It reflects a moment in time, and the time in between spanning its first
completion in 1950 and sometime in the future when it will have completely
decomposed. Surfaced in the cabinet is both the ‘thing’ (the silk) as a tangible object, and
the ‘time’ constituting an intergenerational heirloom artefact. As a further example, the
hand-written words and diagrams on pieces of decomposing paper, are now inscribed in
a more robust material while also providing a new character not evident in the original
possession—that is, the text as textured material.

Figure 6-20. Faerna, Maruja Rodriguez. Handwritten transcribed poetry (portion).
c1949 (scanned image 2013).
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Figure 6-21. Faerna, Maruja Rodriguez. Handmade silk handkerchief, c1950 .

Materialisation of Design for Liveliness
Through digital processes including 3D laser engraving, the characteristics of the ‘things’
become both visual and textural, eliciting an invitation to touch and become more
familiar with the previously ‘untouchable’ precious object. As Stewart states, “The
transitivity and motility of touch are key to legends and myths of animation… of a living
thing bringing a dead thing to life through the transitivity of touch” (1999, 33).
This reflects the enduring design approach of liveliness in an unexpected way, through
intimate engagement with the work of a significant other, an ancestor, similar to the
engravings in the Endless Quilt.
What was once hidden away has now been re-surfaced and presents significant life
memories, bringing the intimate family stories and the past back into the living present,
to the everyday.
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Figure 6-22. Forlano, Penelope. The Unforgotten (detail) 2013.
Photograph by Eva Fernandez, courtesy of FORM.

Figure 6-23. Faerna, Maruja Rodriguez and Penelope Forlano. Embroidery illustration. Scanned
and recomposed illustration by Maruja. c 1949, composition 2013.

Figure 6-24. Faerna, Maruja Rodriguez. Maruja's lacework c1949.

Photographed and prepared for engraving by Forlano, Penelope, 2013.
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The work does not gain its meaning through physically presenting or being a container
for personal things; the inalienable and precious things are presented anew and
embedded within the artefact. This contemporary object takes on both the inalienable
character of the original decomposing or fragile artefact, and provides the opportunity
for new, richer meaning within its new context, meaning that extends the life of the
artefacts.
Materialisation of Design for Empathic Visual Relations
Separating the artefact from the container component to ‘raise’ it up, as a plinth raises a
statue, denotes importance. By using characteristically different materials, the
separation of the elements becomes distinctive. The base is visually diminished by being
open, contiguous and visually light, in contrast to the ‘container’ which is solid,
voluminous and implies heaviness. The metal legs subtly reflect the surroundings’
colour, again to diminish its presence, while the timber container with its decoration at
the smallest scale, to the CNC machined pyramid components, and the overall form
cutaway at base corners, demand attention and focus.
The timber component is characterised by solid, premium quality materials to evoke
high exchange value, but the rarity and authenticity is materialised through the bespoke
detailing and form, to incorporate further potential attachment determinants, such as
individual narrative (and the associated custodial ritual) or product knowledge (and the
curatorial ritual); but the memories are literally represented, to capture opportunities
for ‘recovery ritual’ by others outside the kinship group if the piece is not wanted by
immediate family.
The Unforgotten invites long term custodianship through beckoning the viewer into the
intricate surface detailing and encouraging the interpreter to cognitively attempt to
construct its meaning, run their eyes and skin over the seemingly disparate
representations, and engage in a conversation with the owner or a future custodian.
This bespoke piece is designed to maximise the factors affecting the enduring personobject relationship by being both personal and intimately connected, and highly crafted
to evoke authenticity and irreplaceability (through uniqueness), as noted in Table 5-2.
However, as this shuts out many consumers and perhaps is the easy answer, I then
sought to create furniture that was entirely machine-made and DIY to address this gap.
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6.3

SUITE OF COMMUNITY ARTEFACTS

A series of public artworks integrated into architecture, and thus considered built
environment artefacts, were undertaken. The goal was to explore the significance,
viability and potential influence the developed framework may have on designing for a
wider group than a family, and beyond the domestic to the public space, and if this may
feed back into the framework development through the creative process.
Each commission was appointed to me via a competitive submission process with real
deadlines, budgets and participants, to test how the thinking may be applicable
commercially. The first, From the Skies, was commissioned privately by the Perth Airport.
The second and third projects were commissioned by government departments for
secondary public schools. Selected images from the design process and construction are
included in Appendix I.

6.3.1

FROM THE SKIES, PERTH AIRPORT

Figure 6-25. Forlano, Penelope. From the Skies, public art sculpture/acoustic wall,
elevation (diagram), 2015.
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Figure 6-26. Forlano, Penelope. From the Skies, public art sculpture/ acoustic wall,
overall view, 2015.
Acoustic sculptures - Dimensions: 6,200mm W x 6,200mm H x 500mm D and 5,200mm W
x 4,300mm H x 430mm D. Materials: WA blackbutt veneer, fibreboard, LED lighting,
aluminium. Fabricator: Composite Components.
Acoustic wall - Dimensions: 20,250mm W x 6,850m H x 18mm D (90 sqm). Materials: Twopack enamel, medium density fibreboard, aluminium. Fabricator: Décor Systems. Photo by
Robert Frith of Acorn Photography courtesy of FORM and Perth Airport.

Figure 6-27. Forlano, Penelope. From the Skies, (detail of perforations and quote), 2015.
Photo by Robert Frith of Acorn Photography, courtesy of FORM and Perth Airport

Figure 6-28. Forlano, Penelope. From the Skies (detail), 2015.
Photo by Robert Frith of Acorn Photography, courtesy of FORM and Perth Airport.
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Moving outside of domestic consumption goods and into a public space, this work
needed to communicate to a vastly diverse cultural group, including over four million
international passengers per year that pass through the gates (Perth Airport, 2017). This
artwork also functions as an acoustic wall installation, diffusing and reflecting sound
through the facetted surfaces, perforations and acoustic baffle behind.
This is the first artwork one encounters after leaving the international customs area and
entering the arrival hall, as a profound introduction to ‘this place’. Furthermore, it is
located above the seating area where locals may spend hours waiting for arrivals,
offering long-term visual interest with layers of detail to discover, as well as immediate
graphic impact for those passing through rapidly.
Design for Aging of Symbolic Meaning
Australia has the oldest living culture in the world, and the specific location of the Perth
Airport is originally a part of Munday Swamp, a significant Aboriginal site (Register of
the National Estate 2015). Artefacts found here have dated Aboriginal occupation of this
site for at least 38,000 years (Larkin 2013c; Yates 2014). The work references the
uniqueness of place and activities of this ancient culture to connect to enduring symbolic
meaning that has shifted little over time. It references the common mythology of the
constellations of Orion and Pleiades (the Hunter and the Seven Sisters), storytelling
under the stars, stars as navigational tools and the unique animals of the area which have
special significance to the Aboriginal people (see Appendix I for further information).
The symbolism is drawn from distant and deep time of land formation, stars and culture,
spanning millennia. In this way, the symbolic function of the work will likely have
enduring meaning over its anticipated minimum 50-year life span42.
Materialisation of Design for Interaction, Embodied Spirituality and Community
Connectedness
Community participation as collaborative and co-authored in the public art sector is
widely debated (Bishop 2012). What I seek to explore here is the professional’s role in
creating built environment artefacts that connect to community beyond the participating
individuals.

This expected life-span was a requirement of the artwork stipulated by the Perth Airport. The
timber elements are able to be dismounted in parts off the mounting track for relocation if needed.
The work is part of the Airport’s art collection and is part of a maintenance regime to maximise
its lifespan.
42
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For From the Skies, I selected key community leaders, including the Perth Airport
Aboriginal Partnership Group (with the assistance of the Perth Airport) and Doolan
Leisha Eatts, through the assistance of the South West Aboriginal Land and Sea Council.
The partnership group has a direct kinship linkage to ancestors who lived off the land
prior to the establishment of the airport. They shared their ancestral and recent elders’
stories with me to understand the site’s history. Through this process I could gather
information that involves these individuals yet extends beyond to others. I discussed my
ideas with them to ensure cultural sensitivity and gain their approval for the overall
design. The work references the traditional totem animal of an Aboriginal group, and
animals that are endemic to the area that represent spiritual meaning within wider
Aboriginal culture. The process enabled me to create a work that embodied Aboriginal
spirituality and connectedness to the local Aboriginal community.
Materialisation of Design for Narrative, Kinship, Liveliness
I also spoke to respected Whudjuk/Piblemnan/Nyungah woman elder Doolan Leisha
Eatts, because of her direct linkage to ancestors that encountered the first English
colonists, and her kinship stories. Eatts provided a quotation that linked the conceptual
ideas of the artwork directly to the Nyungah people, and this was commissioned as part
of the project. The text is large and easily legible, perforated into the white acoustic
panelling (Figure 6-27 to Figure 6-28). It reads:
‘At night again and again, my elders used to tell us dreamtime stories, they used
to show us the stars…’ by Doolan Leisha Eatts (nee Garlett Yarran).43
This enabled a direct community voice to be heard to evoke a liveliness. It simultaneously
stimulates viewers’ thoughts on the linkages between the text, the entire work, the
community, and place more generally. In this way, the work most directly tells a
narrative and thereby evokes a relational anthropomorphism; a ‘stand in’ for a person
making a verbal statement. This intends to stimulate all English speakers to understand
the story being told throughout the work. This aspect of the work also provides direct
evidence of connection to community and an individual’s story.

“A Whudjuk/Piblemnan/Nyungah woman elder (2014). *Doolan Leisha Eatts is a well-respected
Nyungah elder that tells the stories of her people that are millennia old, as well as that of her
ancestor’s direct contact with the first Europeans to sail the Swan River/Derbarl Yerrigan. The
text was commissioned by the artist for inclusion in the artwork.” (Forlano, 2016. Paragraph 6)
43
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Materialisation of Design for Community Connectedness
Animals, land formation and star references provide another narrative referencing both
Noongar (Nyungah) and Western mythology, thereby connecting disparate cultural
backgrounds to the same artwork, maximising its potential meaning to a wide community.
The intention with this artwork is to allow a multiplicity of interpretations based on
one’s own experience. If one is unfamiliar with one element, for example the
constellation expressed in the two timber elements (Figure 6-26), other elements begin
to inform the viewer of the significance of this place, such as the perforated
representations of local animals. The layering of symbolism offers the opportunity for a
broader audience connection, and to cognitively engage as one recognises more
elements of the artwork. Its meaning and interpretation can grow richer over time.
In reflection, the combination of surface patterning (in the perforations), form and large
text enables a broad audience to engage with the work. The text in particular is useful to
those less familiar with constellations or art interpretation. The embedded lighting (as
described in the appendix) work well to draw attention to the work and signify its
importance as a focal point in the space. The representations in the perforated surfaces
become more obvious upon closer inspection and act on the audience to ‘feel into’ the
artefact.
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6.3.2

KALEIDOSCOPIC WAVE, FREMANTLE COLLEGE

Figure 6-29. Forlano, Penelope. Kaleidoscopic Wave, Fremantle College. Elevation
drawing, Forlano, 2017.

This soffit design was commissioned as part of a new school upgrade including
performance spaces (Figure 6-29 to Figure 6-32). This undercover area would be a
secondary performance space, meeting and social space, and for the community’s
weekend craft and farmer’s market; the project brief called for a ‘kaleidoscopic’ mirrored
installation. This provided a unique opportunity to explore community participation
through engagement with the reflections, and seeing self and others in the surface of the
work.
Due to the school’s specialist range of maritime teaching programs, its location within a
region significant to Aboriginal culture for its wetlands, and the proximity to the local
beach and port activities, the artwork aimed to reference water. The soffit was designed
to be entirely reflective and evoke a rippling ocean surface. The forms suggest waves or
swells, with an aperture through one to mimic the sunlight piercing the water’s surface.
Materialisation of Design for Community Connectedness, Interaction and
Enchantment
While building a sense of community can occur through co-design or co-production
strategies, I sought to explore a way in which future users could feel continued
interaction with the work. Here design for interaction takes another perspective through
ongoing and even unintended interaction with the work, as the continuous reflections
through movement create a performative surface to engage the users over time.
The work captures the phenomenon of the moment and its physical location. Segments
of people and the place are fractured, repeated and reassembled across the highlypolished stainless-steel surfaces (Figure 6-30 to Figure 6-32). Facetted panels capture
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and reflect back snippets of the place and people in real time, with the intent to create
engagement and enchantment. The work intends to engage and draw in the audience to
create new memories about this place. Its complexity, scale and precision aim to evoke
some wonder and enchantment in the technology and making of the work. The surface
becomes ‘performative’ as it appears to change and move when the viewer is walking
through, thereby forming a feedback loop with the viewer to interact with it.

Figure 6-30. Forlano, Penelope. Kaleidoscopic Wave (partial view eastern side), 2017.
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Figure 6-31. Forlano, Penelope. Kaleidoscopic Wave, 2017.
Dimensions: 30,100mm W x 3,600m H x 2,600mm D and 29,000mm W x 5,800mm H x
4,600mm W (approx. 200sqm) Materials: Highly polished 1.2mm stainless-steel sheet and
stainless-steel rods and fixings, sub-frame galvanised steel.
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Figure 6-32. Forlano, Penelope. Kaleidoscopic Wave (west end), 2017.
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Figure 6-33. Forlano, Penelope. Kaleidoscopic Wave (view up through skylight), 2017.

Materialisation of Design for Symbolic Aging
As referred to above, the design refers to enduring concepts related to landscape that are
unchanging. The artwork would still remain relevant if the school were to no longer offer
specialist maritime studies. The stainless-steel panels to the soffit also pay tribute to
Fremantle’s architectural and industrial heritage, from shipbuilding to the decorative
pressed tin ceilings of nineteenth century interiors and verandas, thus connecting it to
enduring references to place to enable positive future association and symbolic aging.
Generative computer modelling programs (Rhinoceros 5.0, Grasshopper and
Solidworks) and current digital fabrication techniques were used to laser cut and fold
the stainless-steel sheet to create a work evocative of the current technological era,
which further acts as a marker of time and provenance.
Materialisation of Design for Material Aging
The materials and fabrication methods enable minimal maintenance due to the high
polished finish on the stainless steel. This surface minimises the potential for tea
staining. Additionally, being outside of human reach at six metres above ground at its
lowest point, it will retain the finish for over 30 years, with limited opportunities for
damage. It is constructed of large (9m x 3m x 3m) stainless steel only components that
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can be removed via 6 -10 fixings. This incidentally enables ease of future recycling, if
required.
Materialisation of Design for Performative Interaction
The mirrored surface also enables a performative interaction with the work. Reflecting
upon this, I noted that the mirrored surface gave the illusion of appearing further away
after the protected covering was removed, by exaggerating the distance between the
audience and the facetted, undulating surface, with less opportunity for a performative
interaction than I had anticipated. However, informal discussions with the school reflect
that it has been well received by the students and staff, and although there is some level
of engagement, it is perhaps less than had been anticipated.
This distance to the soffit was outside of my scope in the project; had I been able to
extend the work vertically or at human eye level, there would be more opportunity for
user engagement.
The first three works thus far have triangular facetted forms. The Endless Quilt and The
Unforgotten were intentionally developed to be mnemonic of quilting. As these projects
were then used to present the idea of fragmentation and assemblage of stories to the
client, the commission was based on that aesthetic. From the Skies follows the same path.
Although it was initially unintended, Kaleidoscopic Wave again followed this path.
Creatively, I wanted to step away from the triangular facets to explore other ideas.
However, this facetted exploration was an exploration at different levels and scales; in
The Unforgotten it is a surface, in the Endless Quilt it is a driver for modules, with hinged
forms to transform its shape, and Kaleidoscopic Wave embodied swelling forms at a large
scale, creating fractured reflections, evoking water surface and an overall twisting and in
From the Skies it evokes typical visual representations of constellations and is symbolic
of typical star shapes.
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6.3.3

MARRI-KINGIA PAST, BYFORD SECONDARY COLLEGE

Figure 6-34. Forlano, Penelope. Marri-Kingia Past series for Byford Secondary College.
Elevation diagram, 2016.

The construction of the final stage of Byford Secondary College included offices and
teaching spaces for senior students. The commissioned Percent for Art installations for
the previous construction stages of the college celebrated the teaching activities, and the
site’s recent history in the twentieth century as farmland. To build upon this narrative of
place, I looked to the more distant past, to expose the Aboriginal story and the impact of
colonisation of the land.
For millennia, the Byford site was occupied by Noongar Aboriginals, with a Marri-Kingia
ecology prior to land clearing. This ecology is dominated by the Marri (Corymbia
calophylla) tree and the Kingia Australis grass tree. For the indigenous people, this
ecology was rich in medicinal kino (or gum/resin) from these two dominant plant
species. This distinct ecology is now endangered and restricted to a small Forever
Bushland site as its last and only place of preservation (Department of the Environment
2017). My works aim to recall and restore this almost forgotten memory for the next
generation.
Materialisation of Design for Narrative and Community Connection.
The fully integrated public artworks Pugin’s Trellis of Marri-Kingia Creatures (Figure
6-37) and Pugin’s Trellis of Marri-Kingia Insects (Figure 6-34 and Figure 6-36) include a
patterned façade (frit glass) and balustrade respectively. The pattern layout and design
echo the geometry and aesthetics of Augustus Pugin’s wallpaper Trellis (Figure 6-35)
popular in domestic Australian residences in the mid-nineteenth century (Historic
Houses Trust, nd.).
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My design substitutes the English floral motifs for insects of the Marri-Kingia ecology
(Figure 6-38), interpreted through contemporary materials and technology, including
laser-cut aluminium balustrade (Figure 6-39 to Figure 6-40) and white ceramic bonded
onto the glass panes of the façade to act as screening (Figure 6-41–Figure 6-42).

Image deleted due to copyright

Figure 6-35. Pugin, Augustus. Trellis, c1874
(1980’s reprint).

Figure 6-36. Forlano, Penelope. Pugin’s Trellis of
Marri-Kingia Insects, partial shop drawing, 2016.

Source: Historic Houses Trust. Accessed 13 May,
2015, https://www.hht.net.au/research/library

Figure 6-37. Forlano, Penelope. Pugin’s Trellis of Marri-Kingia Creatures (repeat pattern), 2016.

150

Figure 6-38. Fauna of the Marri-Kingia Ecology (photographs) WA Museum, 2016.
Clock-wise from Top Left:
Pentatomidae, Poecilometis punctiventris (Needle Bug). WA Museum, 2016;
Ichneumonidae; Lissopimpla excelsa (Local Wasp). WA Museum 2016;
Cicadidae,; Cicadetta melete (Red Bandit Cicada). WA Museum 2016;
Antichiropus variabilis (Marri Keeled Millipede) Source: museum.wa.gov.au Accessed Accessed 28
January, 2016, http://museum.wa.gov.au/explore/articles/meet-marri-keeled-millipede;
Christinus Marmoratus (Gecko prolific to Perth region, incl. Marri tree) Source: museum.wa.gov.au;
Formicidae, Camponotus species (Common WA metropolitan Ant) WA Museum, 2016;
Amegilla chlorocyanea (Blue-banded bee). Source: Department of Agriculture. Accessed 28 January,
2016, http://www.padil.gov.au/pollinators/pest/main/138580;
Australestes Aleison (Western Ringtail Dragonfly). WA Museum 2016.
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Figure 6-39. Forlano, Penelope. Pugin’s Trellis of Marri-Kingia Insects, presentation drawing
showing each individualised pattern integrated into the architectural elevation, 2016.
Dimensions (overall): 8,170mm W x 5,110mm H x 1,200mm D
Materials: 6mm thick CNC laser cut, folded, and powder coated aluminium.

Figure 6-40. Forlano, Penelope. Pugin’s Trellis of Marri-Kingia Insects, balustrade installed.
Forlano, 2017.

152

Figure 6-41. Forlano, Penelope. Pugin’s Trellis of Marri-Kingia Creatures (façade viewed
from exterior), 2017.
Dimensions: 8,400mm W x 7,400mm H x 12mm D (glass thickness).
Materials: Ceramic bond printed (frit) laminated glass.

Figure 6-42. Forlano, Penelope. Pugin’s Trellis of Marri-Kingia Creatures, façade viewed
from interior, 2017.
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This work is a visual reminder of what has been lost through colonial occupation of the
land and the importance of care and custodianship. Through this approach, the narrative
established by the other public artists has now been expanded upon to be inclusive of
the distant absent landscape. This creates a level of engagement, contemplation and it is
hoped an enchantment of technology, to use Gell’s term, to enable the viewer to decipher
and consider the meaning within the work.
Materialisation of Design for User Interaction and Enchantment
The particular species selected are the now silenced, disappeared and largely forgotten
previous occupants. Through repetition of the insects, it is intended to trigger the visible
and audible sensations of a mass of crawling and buzzing creatures. This approach aims
to create a level of empathy for and connection to the environment, create a reminder of
its loss and need for custodianship, through mnemonic interaction. Although the surface
may not be physically touched, the mass of visual creatures that appear to be crawling
along or flying onto the glass can trigger this memory.
Reflecting on the outcome, the scale of this project enabled me to reflect upon how to
interact through use with an artefact that is large, not able to be held, manipulated or
possessed. Approached from a distance, the aforementioned patterns are read from the
dominant local culture, that is European or English. Yet in a somewhat subversive or
surprising way, the pattern is revealed to be less comfortable and familiar; not flora at
all. Upon closer inspection, the graphics reveal estranged creatures that once inhabited
this place. It is through this visual interaction and change of distance, that engagement
can occur with a static object.
Viewing from the inside, the façade patterning created an unanticipated relationship to
the site. The indigenous insects and creatures representing the past become large and
overlaid on the seemingly small buildings, with the views of contemporary architecture
in the distance. The new landscape and its past inhabitants are seen together, with roles
reversed, as the insects dominate in size from this perspective (Figure 6-43).
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Figure 6-43. Forlano, Penelope. Pugin’s Trellis of Marri-Kingia Creatures, (detail of façade
viewed from interior), 2017.

Similarly, the screen and soffit component of the series, titled Marri Healing (Figure 6-45
to 6-47), celebrates the Aboriginal use of the land which is now absent. It becomes more
obvious upon multiple visits, rather than revealing its narrative immediately, to prolong
the engagement and discovery, as the text incorporated into the soffit is intentionally
discrete. It reads: Marri, the Noongar medicine tree. This provokes the students to
consider the history of the landscape and previous inhabitants.
The Marri (translated to blood in the Noongar language) provides kino, which is a red
gum which seeps from the trunk, and has been used as an antiseptic and pain reliever by
the Aboriginals for millennia (South West Aboriginal Land and Sea Council, 2012). The
screen is visually reminiscent of the bark’s physical form and of the seeping kino (Figure
6-44). The splitting, bleeding and tearing pattern within the screen also reinforces the
sense of loss, removal and absent history, inviting the viewer to consider their
custodianship role in maintaining community stories, and create intergenerational
connections.
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Figure 6-44. Forlano, Penelope, 2018. Detail of Marri tree bark and kino (photograph).

Figure 6-45. Forlano, Penelope. Marri Healing (soffit), 2017.
Dimensions: 9,030mm W x 1,965mm D. Materials: 4mm thick powder coated aluminium.

Figure 6-46. Forlano, Penelope. Marri Healing (soffit detail), 2017.
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Figure 6-47. Forlano, Penelope. Marri Healing, Corten steel screen and soffit, photo by
Douglas Mark Black, 2017.
Screen materials: 5mm thick Corten Steel, galvanised fixings to concrete footing.
Dimensions: 5,800mm W x 1,950mm H x 100m D.

Materialisation of Design for Liveliness and Material Aging
As in From the Skies, text is used to directly make clear the link between the narrative
and the design, particularly to those who are unaware of Noongar customs. The works
acts as a human other, using words to tell the story.
Scratching into the surface to graffiti, as students tend to do, will over time, be covered
over by the natural rusting surface of the Corten. This enables students to make their
mark, yet it can also be removed by time and nature, as if the screen has its own agency,
and thus can be somewhat lively. This constant material change by students and nature
intends to provoke questions of ownership and custodianship of place, not just in the
here and now, but ever-changing through time; a fusion of generations within one work
to evoke intergenerational identity.
The public projects have raised questions about how users uncover meaning in the
works. Examining audience feedback through qualitative and quantitative research,
particularly at the schools, where the audience engages frequently with the works, would
be worthy of future research.
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6.4

DOMESTIC ARTEFACT 3 & 4: EN-CASE AND FOR NOW, FOR
ALL-WAYS

Figure 6-48. Forlano, Penelope.
Encase, elevation, 2015-16.

Figure 6-49. Forlano, Penelope. For Now, For Allways, elevation diagram, 2016-17.

En-case Design Registration Number: 201613566 issued by Australian Government Dept. IP
Australia. IP Design Registration period: 06 July 2016 - 06 July 2021 (see Appendix D)
IP Right Certified on: 03 November 2016 (see Appendix D)

The En-case prototype (Figure 6-48) and subsequent iteration, For Now, For All-ways,
(Figure 6-49), build upon the explorations of previous projects in regard to
materialisation of surface narrative, modularity, and evolving transformation and
kinship to demonstrate a lower cost scenario of possessor participation.
When consumers purchase items that are perceived as high cost, particularly with a
craftsman’s investment of effort and time, these items are often better cared for because
of the financial investment. This project then asks, how can designers use affordable,
everyday materials and manufacturing processes that minimise specialist craftsman
labour; that is, an alternative to the IKEA offering, to create an emotionally enduring,
every-day, useful, domestic, self-assembly artefact? The prototypes explore scalability,
meaning-making through co-participation, and realising the surface potentiality of
otherwise ordinary materials.
Firstly, I will discuss the prototype design, user interaction and its problems, and then
the subsequent revised proposition.
En-case brief
The intention was to create an offering halfway between middle-market identically
produced furniture and high-cost commission-based furniture. The brief was to create a
form with minimal production processes to reduce cost and handling, with the
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uniqueness primarily in the surface personalisation. En-case was conceived as a
potentially commercially viable product, necessitating product differentiation and
licensing through Design Registration. A unique design joinery detail machined by CNC
was designed to create differentiation, a sense of precision and quality crafting, while
being scalable and repeatable. The forms are modular and edges flush, to be stacked in
a limitless number of storage and/or room-divider arrangements (Figure 6-50 to Figure
6-52).

Figure 6-50. Forlano, Penelope. En-case, storage; 2015-16.
Configuration dimensions: 2,775mm W x 1,295mm H x 450mm D. Materials: Valchromat (low
VOC high density fibreboard, organic dyed fibres), walnut timber veneer on plywood, PVA,
Danish oil and cabinetmaker’s wax. Fabrication process: 3 Axis CNC router cutting. Surface
treatment: Laser engraving.

Figure 6-51. Forlano, Penelope. En-case, storage, 2015-16.
Configuration dimensions: 2,940mm W x 1,665mm H x 450mm D.
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Figure 6-52. Forlano, Penelope. En-case, low configuration storage 2016.

En-case Fabrication
Typical 3-Axis CNC overcut tenon joints (exposed divots) or edge-lap joints (Figure 6-53
and Figure 6-54 respectively), aesthetically imply imprecise and ‘cheap’ making and
disposability. My design instead aimed to create a more refined and crafted solution with
flush joints via a 9mm diameter typical router and a 4.5mm ‘rounding-over’ router bit
(Figure 6-55 and Figure 6-56), yet still authentically machine-made. This solution is twofold, reducing labour costs while maintaining aesthetic preconceptions of quality making
(that is, no gaps or overlaps as shown in Figures 6-55 and 6-56) and to maximise stacking
ease.

Image deleted due to copyright
Image deleted due to copyright

Figure 6-53. Meier, Mark. Typical 3-Axis
CNC tenon joints (closed and open), n.d.

Figure 6-54. Fuzil, Denis. Kuka chair, n.d.

Posted: 24 August, 2014. Accessed 16 June,
2015,
http://mkmra2.blogspot.com.au/2014

Source: OpenDesk. Accessed 16 December,
2017, http://ockhm.com.au/opendesk-1/

/08/cnc-cut-wood-joinery.html
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Figure 6-55. Forlano, Penelope. Detail of
partially closed joint prototype, 2015.

Figure 6-56. Forlano, Penelope. Detail of
closed joint of En-case. 2015.

Figure 6-57. Forlano, Penelope. Drawing: Four unique junctions to En-case, 2016.

Each junction is a unique configuration of ‘fingers’ to simplify the DIY assembly. With
only one assembly form possible, it ensures the correct faces, with any co-created
patterning, are assembled without necessitating visual or textual instructions, nor
requiring disassembly if errors are made (Figure 6-57).
The artefacts were to be used as a room divider and storage by the client. The carcass
with the rounded over CNC joints was made of High Density Fibreboard, Valchromat™
due to its consistent colour, excellent machining properties, moisture resistance, higher
mechanical strength and resistance to bending (Investwood n.d.). The material is also
recyclable, and is E1 and CARB 2 Certified. The superior consistent material thickness
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from an engineered HDF also ensures the accuracy required for the CNC machining of
the detail (as shown in detail, Figure 6-56)
Rear panels slide into a square rebate and are made of 6mm veneered plywood with
engraving on one face to reflect kinship narrative. The engraved face is exposed on
whichever side the end user decides to display it. After the panels were completed, the
male adult of Family A agreed to complete the assembly. Instructions were supplied on
how to glue the joints and seal the surfaces. During a follow-up discussion and visual
inspection some months later, it was revealed that the end-user did not glue the panels
together correctly nor seal the surfaces for fear of damaging the product. The client
applied too little glue to avoid clean up and or spill over of the glue onto the visible areas,
and failed to adequately seal the engraving timber because he didn’t want to change the
timber or engraving colour, and wanted to be ‘extra careful’ to not dirty the surface
(Family A, pers. Comm., February 2017).
Further to this, one ‘box’ was used as a coffee table, (which was not anticipated) and the
timber surface had a patch of colour change from UV light exposure and shade from an
object placed long-term on the surface (pers. obs., July 2017). Spilt liquid had evidently
collected on the surface by the reveal from the side panels, caused some minor swelling
to the improperly sealed plywood (pers. obs., July 2017). Reflecting upon this, user
participation needed to be less subject to error.
For Now, For All-ways (FNFA) brief
The brief for the subsequent iteration thus acknowledges that although physical making
participation elicits connection to artefacts, it should not be a priority and risk negatively
impacting upon the quality of the fabrication or design.
The surfaces must be pre-sealed for users, junctions should be such that less skill is
required, and the assembly self-evident, viewed more so as an Open-source product for
amateur makers rather than the broad public. Further consideration was also given to
the artefact being used in further, unexpected circumstances (multi-stability).
Although ‘halfway’44 and customised products are not new, I focus on personalisation
that supports attachment and meaning-making, primarily through a surface pattern that
is custom designed and applied professionally (by artist, designer or graphic design and

44 Fuad-Luke explains

“[i]n a ‘halfway’ product the designer/ maker/ manufacturer only takes the
product so far, leaving a space for the user to complete the making” (Fuad-Luke 2009, 95).
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engraving service) specifically for a consumer. Interpreting kinship stories into a visual
that can be integrated into the surface customises the artefact in a personal way yet uses
professional skills to ensure a quality outcome. Incidentally, it creates an entirely new
employment opportunity for illustrators, designers and artists.
The intended emotional endurance of the design lies not in typical Western notions of
beauty, proportion or completeness, but instead through its experience, incompleteness
and interpretation. The employed fabrication methods and materials explicitly seek to
address the enduring in non-typical means, that is through common, low exchange value
materials embedded with visual storytelling of personal history.
FNFA fabrication and assembly
For Now, For All-ways, (2017) is constructed of European Birch plywood (plantation
timber), nylon cord, and finished in water-based polyurethane and similarly to En-case
is modular and adaptable (Figures 6-58 to 6-63).

Figure 6-58. Forlano, Penelope. For Now, For All-ways, 2017.
Materials: European Birch plywood (plantation timber), nylon cord, water-based
polyurethane.
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Figure 6-59. Forlano, Penelope. For Now, For All-ways, (example arrangement), 2017.

Figure 6-60. Forlano, Penelope. For Now,
For All-ways, (example arrangement),
2017.

Figure 6-61. Forlano, Penelope. For Now,
For All-ways, (example arrangement),
2017. Forlano, 2017.
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Figure 6-62. Forlano, Penelope. For Now,
For All-ways, (example arrangement),
2017.

Figure 6-63. Forlano, Penelope. For Now,
For All-ways, (example arrangement),
2017.

During the development of the En-case product I attempted to create a removeable fixing
to enable individual panels, rather than entire ‘boxes’ to be replaced as required.
However, this was never entirely successful for various reasons, it was decided that the
best solution at that stage was to retain the unique finger detail and glue the joints. But
it was clear from testing with Family A that self-assembly of this nature by the end user
was still too open to error, and the boxes should be supplied to consumers prefinished,
by an open-source manufacturer.
Glued boxes results in entire boxes being replaced if only one panel is damaged, if a
surface treatment is no longer desired, or its meaning changes negatively for the user.
Thus, the FNFA variation aimed to create a lower cost option and one that enabled client
self-assembly and replacement of individual panels or reconfiguring of sizes with a
simple, tool-less assembly method, with less room for error (Figure 6-58 to Figure 6-64).
My proposition features the mitre joints with CNC routed slots to two or three sides, with
a supplied cord for lashing. This maximises assembly flexibility and replacement of parts.
The lashing slot is made with a 3mm router cutter on a CNC machine which is widely
available, and the CAD files can be open-source, enabling localised production. The cord
is a low cost 3mm diameter nylon cord available for about AUD $0.30 a metre.
The simplicity of the panel cutting offers a more viable option to seamlessly add or
replace parts, as each panel has the same lashing detail and 45-degree mitre. Lashing
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instructions and a crochet needle to assist the pushing through of the cord through the
slot (if needed) can be supplied by the manufacturer. The only possible difficulty I can
perceive would be in the end user ensuring there is sufficient tension, however it is as
simple as tying shoe laces tightly (Figure 6-64).

Figure 6-64. Forlano, Penelope. For Now, For All-ways assembly process (clockwise
from top left) 2017.

Manifestation of design for evolving physical reappropriation and interaction
This product goal is to have customisable depths, heights and widths, surface treatment
and cord colours upon request via an online platform. The standard depth would be
370mm. The units prototyped are modular in multiples of 185mm, that is, 185mm,
370mm and 555mm to both the height and width, with flush surfaces allowing the cubes
to be configured with maximum flexibility. The components include open units (up to
370 x 185 x 185mm only) and closed-back cubes, soft and hard planes, and an optional
base. This 185mm module enables standard stacking heights to meet ergonomic
requirements, that is, to align with standard work-desk height of 740mm, and 925mm
for use as a bench or 1110mm as a credenza or higher as shelving (Figure 6-65 to Figure
6-52).
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Figure 6-65. Forlano, Penelope. Drawing showing heights, 2017.

Figure 6-66. Forlano, Penelope. FNFA diagram, example of long credenza style
configuration with base, 2016.

Figure 6-67. Forlano, Penelope. FNFA diagram (examples of possible configurations,
medium height with base), 2016.

167

Figure 6-68. Forlano, Penelope. FNFA diagram, corner configuration with side facing
units or all units facing one way, with bases, 2016.

An online parametric ordering system allows for customisation, but depths are
recommended to be 370mm for standard shelving. In this scenario, a plywood panel of
740mm or wider can be lashed to two back-to-back open storage units to act as a work
or bench surface45.
Individual or multiple units can also be upturned as side/coffee tables. The evolving
physical reappropriation of use and arrangements combined with the ease of
disassembly and replacement of parts empowers the possessor to control its use to suit
changing needs indefinitely.
Although not prototypes, planar surfaces include soft wool mats (as a seating mat or to
assist in floor levelling), and hard planes as a benchtop that can also be lashed to open

It is acknowledged that extensive choice often immobilises a consumer against purchase, due
to the complexity of making the best or correct decision. This phenomenon is typically referred
to as the “paradox of choice” (Kinjo and Ebina 2015). Despite the extensive choice available it is
expected that in practice, the website and/or a service to be facilitate choice would be enabled by
an online or local designer.
45
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backed units. The design directly engages the possessor to determine use and visual
exposure of the decorative surfaces.
In the long-term scenario, the units are of manageable sizes and easily transported, and
can be used during the transportation process as containers. Units can function
independently in separate rooms, or broken down and passed onto others when
downsizing. This negates the need to discard the entire collection due to changing
lifestyle or needs and for passing on to multiple heirs, similarly to the Endless Quilt range.
The designs can provide a range of price points. It is proposed that through the online
store, customers have a customisable, on-demand offering available for collection from
a local manufacturer, as the manufacturing requirements are simple for any
cabinetmaker. At the most cost effective, an unfinished and simple mitred unit can be
supplied as a self-assembly flat-pack, maximising DIY opportunities of self-finishing
options. At the other extreme, a highly decorated, pre-finished version with customised
or limited-edition engravings by a well-known artist or designer is possible. This
maximises the audience range and enables the work to ‘grow’ with the user, their life
circumstances and changing tastes.
Table 6-1 indicates a proposed online ordering map from the selection of part type, with
customisation enabled through the configuration, size, colour and finishes. This process
would allow a multitude of options, a DIY guide for how to prepare surfaces for custom
paint finishes etc. The user could then download the open source information for
localised production to minimise transportation costs, or place orders from a central
maker. The FNFA prototype demonstrates the plywood option, however the HDF and
veneered board as shown in the En-case prototype are equally possible, providing a wide
range of material and quality options.
The online presence could also include a community page to encouraging the uploading
of individual solutions, how users have arranged and used it in their house, akin to an
online forum or IKEA hack style site. This form of participatory engagement enables rich
experiences to fit various personalised, financial, spatial and aesthetic needs, and
facilitates future adaptation.
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Table 6-1. Indicative online customisation and ordering map
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Although this proposal is similar to existing online opportunities, for example, NOMI
Australia, (Figure 6-69), and OpenDesk, UK, (Figure 6-70), I believe that my option is
novel in design, as it provides an extensive range of customisation, material choice and
custom surface patterning.

Image deleted due to copyright

Image deleted due to copyright

Figure 6-69. Typical example of the NOMI
on-demand ordering website.

Figure 6-70. Typical example of the AtFAB
open source ordering website.

Source: NOMI. Accessed 13th August 2016,
https://app.nomi.com.au/design-studio/

Source: AtFAB. Accessed 13th August 2016,
http://atfab.co/?portfolio=90-minute-loungechair.

add/design/2742.

This offering thus provides more opportunities for attachment, personalisation and
uniqueness. Furthermore, other design offerings rarely allow for multi-stability, that is,
for objects to be used in a variety of ways; typically, products are designed for fixed
function, which, as speculated in Chapter 5, may explicitly encourage premature
obsolescence and drive increasing profits for manufacturers and or designers.
Reappropriation is built into the very form and intent of the FNFA product to encourage
object longevity over manufacturer profits. However, the involvement of surface design
can provide a new income stream for designers and artists through direct
commissioning, limited edition, or standard designs, which offer a design royalty or
other payment form.
The kit of parts invites the possessor to be critically engaged in the appropriation of the
object at various stages, from the co-design of component selection, determining its
functional use and arrangement, co-participation in surface choices and making, and
transfer to others. In the case of FNFA, the DIY assembly and ability to exchange and
replace or renew individual parts increases this engagement.
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Manifestation of design for aging of symbolic meaning
The surface finishing remains integral to my exploration of the emotionally enduring
quality of these products. The FNFA prototype explores digital printing, as it is becoming
increasingly more widely available and is reducing in cost. Faster, lower cost engraving
was employed to create a subtle yet still personal and symbolic meaning.
The surface treatments of the FNFA are subtler, to reflect the ephemerality of memories,
as well as materially more superficial, so it may be sanded off and removed if meaning
changes and/or it is no longer desirable.
Manifestation of design for narrative (En-case)
The design process for both projects included interviews to ascertain significant
meaning for the families; samples and process drawings were shared with the families
to gain feedback, with subsequent feedback attained after use in the home (Appendix A).
In this section I will discuss both the FNFA and En-case approach, as these surface
treatments are independent of the construction type.
In contrast to mainstream contemporary design, which largely ignores the personal, my
shift to the narrative based and highly communicative surface provokes individualised
interpretation, challenging the viewer to understand it beyond the merely visual
categorisation of style or trend. The engravings and patterns aim to capture these
idealised memories. Through customer interviews, patterns with symbols that trigger
memory create the surface treatment designs.
In the En-case prototype, Hong Kong was a special place for the clients and was
interpreted to capture the mood of their experience of hurriedness and density. This is
captured in the graphic ‘Hong Kong Skyline’ developed specifically for the family, (Figure
6-71 and Figure 6-72).
Similarly, reflecting the clients’ memories of making stainless glass windows, living and
working in New York city, and their religious beliefs, a hybrid pattern was developed. It
encompasses the New York city library ceiling details, rose windows, and cruciform
elements (Figure 6-73 and Figure 6-74).
The ‘London’ graphic was specifically developed to include buildings of personal
relevance. The graphic is a repeat of views of significant buildings from their office
windows, sightseeing venues with their young children, the façade of their apartment
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block, and streetscape of their favourite place to spend their weekend leisure time
(Figure 6-75 and Figure 6-76).

Figure 6-71. Forlano, Penelope. Hong Kong
Skyline, graphic, 2016.

Figure 6-72. Forlano, Penelope. Hong Kong Skyline,
graphic engraved onto Walnut timber veneer, 2016.

Figure 6-73. Forlano, Penelope. NYC, graphic,
2016.

Figure 6-74. Forlano, Penelope. NYC, graphic
engraved onto walnut timber, 2016.
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Figure 6-75. Forlano, Penelope. London,
graphic, 2016. Note: repeat pattern shown.

Figure 6-76. Forlano, Penelope. London, graphic
engraved into white board, 2016.

The following pattern was developed from a patterned timber box the male received
from his grandfather (Figure 6-77). The male talked of his joy as a child in hearing his
grandfather’s stories of travels and artefacts he brought home from distant, exotic places.
This love of travel is carried through his family, and a specific timber box with intricate
patterning received from his grandfather creates kinship connection for him. The India
pattern was then developed from this artefact to reflect an evolution and transformation
over time to evoke this evolution, yet continuity of kinship values and interests (Figure
6-78 and Figure 6-79).

Figure 6-77. Forlano, Penelope. Patterned box from India, n.d. Photo by client.
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Figure 6-78. Forlano, Penelope.
India, graphic, 2016.

Figure 6-79. Forlano, Penelope. India, graphic
engraved into veneer, 2016.

Figure 6-81. Forlano, Penelope. India and
Empire State Bldg., engraved, 2016.

Figure 6-80. Forlano, Penelope. India and
Empire State Bldg., graphic, 2016.
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Figure 6-82. Forlano, Penelope. St. Paul’s
and Perth bush, graphic, 2016.

Figure 6-83. Forlano, Penelope. St. Paul’s
and Perth bush, graphic engraved onto
veneer, 2016.

Figure 6-84. Forlano, Penelope. Childhood
memories of Perth bush (pattern cropped)
graphic, 2016.

Figure 6-85. Forlano, Penelope. Childhood
memories of Perth bush (pattern cropped)
engraved, 2016.

Figure 6-86. Forlano, Penelope. Cicada
Wall graphic, 2016.

Figure 6-87. Forlano, Penelope. Cicada Wall
graphic, engraved. 2016.
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Figure 6-89. Forlano, Penelope. Banksia,
gum leaves and geckos, graphic engraved,
2016.

Figure 6-88. Forlano, Penelope. Banksia,
gum leaves and geckos, graphic, 2016.

Figure 6-90. Forlano, Penelope.
Lobelia orchid and dragonfly,
graphic, 2016.

Figure 6-91. Forlano, Penelope. Lobelia orchid and
dragonfly, engraved onto veneer, 2016.

Figure 6-92. Forlano, Penelope.
Lobelia, graphic, 2016.

Figure 6-93. Forlano, Penelope. Lobelia orchid,
engraved onto veneer, 2016.
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Figure 6-94. Forlano, Penelope
(composition). Three childhoods, graphic,
2016. Note: incorporates hand illustrations
by client.

Figure 6-95. Forlano, Penelope. Three
childhoods, graphic engraved, 2016.

Other graphics combine these memories and interests to express their love of contrasts:
contemporary city life with the love of distant places and connection to handcraft (Figure
6-80 and Figure 6-81); large cities and nature (Figure 6-82 and Figure 6-83), and
childhood memories of the Australian bushland (Figure 6-84 to Figure 6-93).
Another engraving combined three childhood memories into one graphic, incorporating
two family members’ own drawings (Figure 6-94 and Figure 6-95). It is intended that
this multi-voiced approach makes the intangible memories tangible, expresses
individuals within kinship relations, and spurs opportunities to start a conversation with
family members and/or close friends about these re-surfaced memories.
Further surfaces were engraved with images by two of the family members, the eldest
daughter and her mother, expressing their love of drawing and creativity. Their drawings
were of significant places, events or interests, and are illustrated below (Figure 6-96 and
Figure 6-99).
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Figure 6-96. ‘Weekends in London, graphic. 2016
Hand illustration by client.

Figure 6-97. Weekends in London,
engraving, 2016. Forlano, 2016.

Figure 6-98. JJ’s London, drawing. Drawing by client’s daughter, recomposed and
prepared for engraving by Forlano, 2016.

Figure 6-99. Forlano, Penelope. JJ’s London, engraving, 2016.

Manifestation of design for narrative (FNFA)
In FNFA, the participant’s responses about significant memories and family stories are
captured in the digital printing onto the plywood, developed by overlaying multiple
translucent images over one another. This includes photographs I shot to evoke
childhood memories of walking through the Australian bush with her grandparents, and
stories of ‘Francis the donkey’ (Figure 6-100 to Figure 6-104), recalling memories of
visits to Sydney’s St. Mary’s Cathedral with her father (Figure 6-106 to Figure 6-112),
and their children’s childhood in the bush, beach (Figure 6-114) and climbing trees
(Figure 6-117) and recent memories with her children such as their favourite place,
Pedersen Creek, where her son’s ashes are spread (Figure 6-118 to 173).
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Figure 6-100. Forlano, Penelope. Hot summer
walk, 2017.

Figure 6-101. Forlano, Penelope. Hot summer
walk, digital print on plywood, 2017.

Figure 6-102. Forlano, Penelope. Wanderings,
2017.

Figure 6-103. Forlano, Penelope.
Wanderings, digital print on plywood, 2017.

Figure 6-104. Forlano, Penelope. Francis and
Willy, 2017.

Figure 6-105. Forlano, Penelope. Francis
and Willy, digital print on plywood, 2017.
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Figure 6-106. Forlano, Penelope. St. Mary,
2017.

Figure 6-107. Forlano, Penelope. St. Mary,
digital print on plywood, 2017.

Figure 6-108. Forlano, Penelope. City Walk, 2017.

Figure 6-109. Forlano, Penelope. City Walk,
digital print on plywood, 2017.
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Figure 6-110. Forlano, Penelope. Wrought,
2017.

Figure 6-111. Forlano, Penelope. Wrought,
digital print on plywood, 2017.

Figure 6-112. Forlano, Penelope. Cathedral
Stories, 2017. Photos and composition

Figure 6-113. Forlano, Penelope. Cathedral
Stories, digital print on plywood, 2017.

Figure 6-114. Forlano, Penelope. Beaches and
Caves, 2017.

Figure 6-115. Forlano, Penelope. Beaches
and Caves, digital print on plywood, 2017.
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Figure 6-116. Forlano, Penelope. Rainforest
Tree Climbing, 2017.

Figure 6-117. Forlano, Penelope. Rainforest
Tree Climbing, digital print on plywood, 2017.

Figure 6-118. Forlano, Penelope. Ripples,
2017.

Figure 6-119. Forlano, Penelope. Ripples,
digital print on plywood, 2017.

Figure 6-120. Forlano, Penelope. Mary Mack,
Mack, Mack…, 2017.

Figure 6-121. Forlano, Penelope. Mary Mack,
Mack, Mack…, digital print on plywood,
2017.
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Figure 6-122. Forlano, Penelope. Collective
Memories, 2017.

Figure 6-123. Forlano, Penelope. Collective
Memories, digital print on plywood, 2017.

Note: composition by Forlano, photographic
portions from Getty Images, participant and
Penelope Forlano.

Some images represent collective memories of various things over time (Figure 6-122),
while others (Figure 6-120) evoke a specific memory looking directly up to tree tops,
with words from a nursery rhyme repeated, overlaid and mirrored to recall a particular
time and action, as described in the participant’s quote below:
We would swing from our knees… [on the bollards and see] the upside image of
the world … as we sang Ms Mary Mac [sic] again and again (Female participant,
Family B, 2016).
Images appear on the exterior face, enabling the possessor to reveal or conceal the image,
depending on their chosen placement. Circular prints (Figure 6-119 and 6-123) appear
to have been protected over time, by a vase or a plate. It is as if the remaining surface has
faded where it wasn’t protected, leaving behind an imprint of memory on the surface.
The internal engraved patterning conceals or reveals memories through possessor
interaction on a more frequent basis. Patterns engraved by laser respond to interaction
in an even shorter time period, predominantly made of sparse, hair-thin lines which
become more discernible when picked up by the light (Figure 6-124 to Figure 6-127).
Certain references are camouflaged within the drawings and prints such as rosary beads
amongst the jellyfish tentacles (Figure 6-125), the cassowary amongst the sunflowers
(Figure 6-127), and the reappearing Willy Wagtail and frog. Octopuses are interlinked to
appear as if dancing, evoking the quirky sense of humour of the family (Figure 6-128),
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and patterns are overlaid with a pattern dot formation, referring to a recurring motif in
the client’s artwork (Figure 6-130).
This technique allows a constant state of revealing and concealing mnemonic references
gained from the interview data, which may be obvious to casual observers or only
noticed by people close to the family or spending more time examining the artefact’s
surfaces. Interview data of the family’s valued time together is reflected, including
underwater coral, sea creatures, growing sunflowers and produce, with a particular
interest in the symbolism of the sunflower and Willy Wagtail bird.

Figure 6-124. Forlano, Penelope. Ocean beads, engraving on timber (angled view), 2017.

Figure 6-125. Forlano, Penelope. Ocean beads, engraving on timber (parallel view), 2017.
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Figure 6-126. Forlano, Penelope. Seeds, engraving on timber (parallel view), 2017.

Figure 6-127. Forlano, Penelope. Seeds, engraving on timber (angled view), 2017.
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Figure 6-128. Forlano, Penelope. Dancing Octopi, engraving on timber, 2017.

Figure 6-129. Forlano, Penelope. Anemone Field, engraving on timber, 2017.
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Figure 6-130. (participant), Screen shot of a portion of participant’s artwork, 2015.

The laser engraved patterns are developed from the participant’s interview data,
describing how they intentionally left urban life and immersed themselves in nature with
their children, including the natural environment during their favourite past-times spent
snorkelling, bushwalking and growing their own produce, to achieve a sustainable, offgrid lifestyle.
The surface treatment that has been applied reflects this restlessness of movement, to
demonstrate a story still in motion, incomplete and ever-changing. So too does it reflect
the bohemian lifestyle the participant experienced in the interviewee’s two formative
years. The splitting and shifting off-plane of the graphic engravings create heightened
ambiguity and draw the viewer in to understand the composite meaning. Like the
underwater family experience of snorkelling at reefs, the images are seemingly reflected
off slightly misaligned planes. This further evokes the lifestyle of escaping the norm, or
constraints of the past, traditional expectations, toward a nomadic, living lightly quality
which they discussed in the questionnaire. The harshness of borders in the engraved
patterns is dissolved, creating an open-endedness of opportunity and exploration.
For the first family, (En-case) the surfaces have distinctive, contained and clear
patterning. For the second family (For Now, For All-ways) however, the surface treatment
was intentionally fractured, and intentional breaking away from the past reflects their
openness to new encounters and fluidity, the lure of the bohemian and an opposition to
the hegemonic and fixed. The engravings are intended to seem to flow through and
across the various surfaces, less bounded, repeating and overlaid, bleeding into one
another in a more organic and less rigid format.
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Design for interaction
FNFA explores interaction in a different way to the En-case engravings. Aside from the
interaction through the interview process, choice of use, arrangement and
material/colour choices, the completed work continues to reveal as one takes time to
look into the surface in more detail. The surfaces’ evocation of time and interaction is
through image layering, subtlety and camouflage, creating an evolving, ephemeral
memory, and through movement and angle of view. Through daily use, and moving of
items stored within the furniture cubes, or more long-term use through reconfiguration,
the surfaces are discovered and re-discovered.
Seeds and growth not only reflect their gardening interests, but also symbolise new
beginnings, and reinforce the passage of time. In contrast to the first participating family
(En-case) in which their clear kinship lineage and perceived stability of the past were
communicated, this family directly referred to their desire to disconnect from the past,
providing a balance for this research between a family wanting to keep the past alive,
and another focused on creating new futures.
Due to the solidity of the material, the cubes can be sanded and renewed if so desired.
New cubes can be added over time to appear congruous, as the overall design already
consists of differing surface patterns, textures and qualities.
Blank panels can be intentionally left raw, unfinished and able to be disassembled,
enabling direct participation by the possessors at a time that suits. As two family
members are printmakers (Family B), it seems obvious that raw surfaces would
encourage participants to create their own mark on the work, however this would likely
not be a practical commercial scenario. Subtle or removeable decoration allows the
various generations to directly apply their own creative contribution to the artefact.
En-case explores a combination of hard-line computer drawings by the designer with
multiple layers of meaning and opportunities for interpretation, and hand sketches by
the client, to create a dynamic outcome mixing new and older mnemonic references. The
FNFA project instead aimed to explore narrative and kinship meaning in a subtler, more
engaging and contemplative way, evoking a greater sense of discovery over time.

189

6.5

REFLEXIVITY AND REFLECTION ON CREATIVE PRACTICE

Reflecting upon the outcomes and theoretical readings, while considering my personal
attitudes and influence, I will discuss the general findings and contributions enabled by
the creative practice.
Reflexive practice
As discussed in Chapter 1, on Gendered Practice, it was very early in the research practice
that I encountered a fundamental difference between my level of agreement with male
and female authors, particularly in discourse associated with enduring design practice. I
felt the need to maintain as objective a position as possible because the emotional and
psychological endurance of artefacts is not exclusive to one gender.
However, as previously raised, the bequeathment and custodianship role of furniture in
particular is typically the role of the female head of the household. My perspective as a
female provides me with the opportunity to examine my gendered attitude as well as
contribute the female perspective to the design discourse specifically pertaining to
enduring artefacts that is predominantly male; that is, by the authors Alistair Fuad-Luke
(2002; 2007; 2009), Stuart Walker (2002; 2006a; 2006b; 2010; 2011; 2014), Jonathon
Chapman (2005; 2014), Ezio Manzini (1995; 2007) and Tim Cooper (2010a; 2010b).
This position may also be partly due to my focus on artefacts of the built environment,
as compared to the discourse predominantly based on product design; however, it is also
notable that there are the fewer female product design authors. The readings that most
resonated with my thinking were disproportionately from female writers, particularly
Giuliana Bruno (2002, 2014), Helene Cherrier (2010; Cherrier, Black, and Lee 2011;
Cherrier and Ponnor 2010; Cherrier, Türe, and Özçağlar-Toulouse 2014), Susan Stewart
(1993), and Jane Bennett (2009; 2001). Though their views do not feature heavily in the
final exegetical text, it was clear to me that my views had aligned with these authors and
was strongly present during my creative process thinking.
Due to the nature of working on real projects, clients had appointed me based on my
previous work, with expectations of similar aesthetic outcomes. I consciously sought to
turn away from the facetted aesthetic, in particular after Kaleidoscopic Wave, to show my
capacity for scope and diversity in form and aesthetic. Although I don’t believe this had
negative consequences on the design outcomes, it was certainly an external and personal
influence.
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Additionally, as my design background is based on producing construction drawings for
builders and makers, with less designer-maker practice, my creative works also reflect
this. Although crafted and handmade artefacts can be enduring and may be commercially
viable, I have explicitly focused on artefacts using relatively new, efficient, and
commercially pervasive machinery in the process. My attitude is that the future of
artefact fabrication will remain highly mechanised, and this is evident in the outcomes. I
have not challenged this notion in my research. I have instead acknowledged the
importance of hand skills and craft in designing for endurance, particularly as it relates
to enchantment and effort, as this is established in existing theory. However, in my
creative practice I have explored the potential of contemporary fabrication techniques
to illicit similar effects resulting in enchantment and effort.
Reflection upon participant interaction
Although there were participants in all the design projects, I will focus on the final two
projects, En-case and For Now, For All-ways, as these are documented and include formal
user feedback.
Family ‘A’ Responses
Feedback for En-case was requested from Family A nine months after they acquired the
furniture. The feedback was particularly positive. This may point to participant bias, that
is, wanting to please the designer with positive responses about their design work and
effort; for instance, they stated they were in “awe of the details and Penny’s time spent
painstakingly building them…” (Family A respondents, 2017). However, it is interesting
that the intensity of the detailing was noticed and awe was mentioned, as my research
on enchantment and awe was never discussed with them.
Other responses proved more revealing; for example, in relation to living with the
engravings in En-case over time:
[the London engraving] …serv(es) a role to inspire us to perhaps return one
day…it’s moved from a memory to possibly a causative agent for change in our
current lives [and]… Most of the city patterns don’t recall a negative memory but
instead cause a sense of FOMO [fear of missing out] when living in sleepy isolated
Perth. (Family A respondents, 2017)
This indicates that over time, the artefact may accrue a negative feeling of loss, but at the
moment it inspires a look to the past and to the future, and the design has created a
conduit for generating aspirational life-goals. Changes in meaning over time can be
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positive or negative and are difficult to anticipate.
Potential conflicting interpretations by family members also highlighted the importance
of developing the framework criteria, ‘Design for symbolic aging’. However, through
design practice, the importance of considering the potential symbolic meaning became
clear. In addition, superficial surface patterning clearly became of value for it can be
removed or replaced over time if necessary.
For example, in discussing family heritage and meaningful events, the male from Family
A (En-case) referenced his childhood connection to his paternal family through
horseracing and gambling and found this early childhood interest informed his career
through risk-taking, statistics and chance. He viewed his association with gambling and
horse racing positively. His wife, however, upon seeing the developed pattern, wanted to
exclude this reference as she “doesn’t support horse racing in general” (pers. corresp.,
15 May 2016).
Additionally, illustrations by the eldest daughter were incorporated into the surface
treatment, however, their youngest son felt somewhat excluded as none of his
illustrations were included (pers. corresp., May 2016). Thus, enabling a product to
physically adapt to changing attitudes by adding or removing components became
important in the design development of the furniture.
It is not surprising that the composite image mnemonic of various generations’
childhoods, with the individuality of the daughter’s large, joyful self-portrait (Figure
6-95) is a ‘family favourite’ (Family A respondents, 2017), and invests the effort of two
generations with creativity.
In general, participant interaction can be time consuming, and there is no guarantee that
the participants will ultimately feel connected to the surface patterning over time.
Although some patterning was “absolutely loved” (Pers. Corresp., 2017) such as the Hong
Kong patterning, there is no guarantee that enthusiasm will be passed onto others or
remain over time. The symbolic meaning may change over time, as discussed in Section
5.15.2, which the male of Family A hints at:
Recently we have looked at this… and wondered why we like these juggernaut
buildings so much — whereas in reality serving corporates inside them is not
always as inspiring as the building[s]… themselves. Family A, Male respondent,
2017.
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Family ‘B’ Responses
Feedback from Family ‘B’ highlights how meaning evolves through time and
contemplation.
[Over time,] a new narrative is forming and I have begun to attach new meaning.
For me the images are no longer individual parts of our lives as a family, but
instead are about my son’s, our baby[‘s]… short life and death. I know this is not
what the work is about, but to me this is what the work has come to represent, the
internal narrative of the work. Family B, Female respondent, 2017.

The surfaces again play a major role in communicating meaning and creating an
emotional connection and investment of time as described by this participant’s response:
The overlayed double exposed images of nature with shadows that both conceal
and reveal are to me the most visually interesting. They closely track memories I
already hold, which are already loaded with strong visual elements for me
[particularly in] ‘Beaches & Cave’s, ‘Ripples’ and ‘Hot Summer Walk’ as well as
‘Rainforest Tree Climbing’. The strongest and most emotive to me is ‘Wanderings’,
which evokes deep feeling of sadness, and gentle forgiveness, healing and a letting
go but conversely a holding on. Family B, Female respondent, 2017.

This feedback highlighted for me, the potential for the imagination coupled with fact and
memory to create strong personal ties and the value created by encouraging the
possessor to invest time and effort in making meaning. I discuss this further in my
reflections upon surface below. The strong emotional connection and kinship-embedded
self of the family members appears to have been achieved.
The process of working with participants in all projects, and most notably in these
furniture projects, demonstrates how personal and intimate meaning can only be created
through a consultative and participatory process. I sought to create a balance in this codesign process by ensuring that the participant made an emotional investment by
revealing personal knowledge, yet the designed outcome is very much controlled by the
designer. The possessor then is required to construct the narrative and invest time in
contemplating the surfaces and resultant meaning.
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Reflections on surface
I began to reflect on why the surface had become a crucial part of the creative process
and outcomes, particularly as this was not part of my prior design practice. Art and
design theorist Bruno was highly influential in his ideas of imaginings, narrative, and
depth within surface, as well as the German theory of Einfuhlung; meaning empathy
(Bruno 2014). A material culture perspective was also highly influential, particularly
Gregson and Crewe’s observed phenomenon of imagined history making (2003,147).
Typically, contemporary furniture finishes are smooth and consistent, whether it is solid
material or not, that they evoke a coated surface; if this is inconsistent, it is flawed in a
negative sense, and incites disposal. Surface treatment such as engraving gives the solid
material (or veneer in the case of En-case) a surface depth that is not otherwise
accessible to the possessor and conceals surface damage. Engraving, with its varied
depths, is visually and physically perceptible. This form of shallow carving gives the
surface a new depth, beckoning the viewer to touch and engage with it, inviting
interaction, which is crucial to the endurance of artefacts.
Throughout the creative process, the surface was often treated more as a textural than
an applied or coloured finish. Carving (deep engravings), perforations and other cut-outs
were adopted to evoke a greater sense of permanence and integration into the work.
Surface is typically perceived as a thin film or layer (Bruno, 2014). However, creating
‘depth’ to the surface with layers, as in timber grain, the smooth surface between the
deep cuts and intricate details implies layering that has formed over time.
Lighter engraving and printing was also explored as an opportunity to create surfaces
that can be covered over when circumstances change. However, in contrast to a thin
colour application, the printing and light engraving allow the original material to show
through; thus, any fading or damage through use is better disguised and is less likely to
be considered a flaw. Engraving, digital printing and cut-outs manipulate the artificially
consistent smoothness typical of mass produced materials, and give depth through
layering with the existing variance in material texture or grain.
Throughout the design process, and when comparing smooth surfaced components with
the textured or printed, it was evident that the intricate or printed surfaces were more
successful in evoking the ephemerality of memory, discovery, and notions of time and
aging in many ways.
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i)

The very fine and less dense treatment that resulted in a subtle pattern for
the For Now, For All-ways project draws in the viewer, as engravings are more
evident, depending on the angle of view and proximity. This subtle and
changing surface dependent on the viewing angle gives a sense of the
ephemeral.

ii)

The sheer, multiple overlays of imagery and black and white digital printing
onto timber evokes the ephemerality of memory, the vulnerability of surface,
and a sense of discovery, as evidenced by the possessor’s feedback.

iii)

Communicative surfaces that tell enduring stories or reflect enduring values
can create emotional connections and enable the user or viewer to spend
time contemplating the meaning and purpose of the artefact over time. The
ambiguity of imagery and text means it isn’t obvious or revealing, but subtle,
and acts more as pointers to navigate, and take time to understand and
decode.

iv)

These surface treatments are each unique and create a rich variety of
information to be contemplated. The surfaces communicate that this is no
ordinary artefact, but something to be discovered, touched and cared for over
time.

Memory is not always in focus, sharp or clear with defined boundaries; it is fractured,
varied, partial, shifting in and out of focus. Thus, throughout the creative works, I explore
embodied vestiges or traces of human memory. Like shadows or impressions cast onto
the surface, the past experience leaves marks or scarification on the surface.
The surface evokes a sense of information to be understood, as some representations are
camouflaged, ambiguous, or have a unique significance for the possessor. The object, in
the hands of an uninformed possessor, would likely beckon to be understood, to reveal
its past, akin to the ‘recovery ritual’. The hidden meaning becomes the artefacts’ power
or agency over the possessor, engaging them to attempt to uncover its meaning or at
least understand that it was once meaningful to a particular individual.
Like fleeting memories that suddenly surface in the mind, the surface aims to create a
flowing in and out of the imagery, with no start or end, and hints at the past, enabling one
to wander freely around the surface, along the lines, in a non-linear fashion. Kaleidoscopic
Wave, in particular, creates ever-changing patterns and imagery that engage and remain
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relevant to the viewer through the reflections.
While I commenced exploring surface through a relatively simple process of
photography, graphics and wording, throughout the process I developed design skills in
digital illustration to gain greater control as a designer. I also experimented with
techniques and drawing styles to become more skilled in controlling the outcome and
using the capacity of laser engraving in particular.
For Now, For All-ways marks the conclusion of a group of projects in which the surface is
central to the evocation of heirloom status, in contrast to the predominant design
approach, which claims long-lasting design must be stripped of decoration. Creating rich
communicative surfaces allow people to ‘sink into’ and (re)discover or (re)engage with
the additional layers of meaning.
Reflections on form
Contemporary design approaches can use methods in which consumers can experience
furniture assembly in a more pleasurable way, or a way that allows for unique personal
manifestations of the final object and develop narratives or person-object relations. This
requirement for consumer assembly typically demands forms that are easy and selfevident, to avoid consumer frustration.
Form was explored in all the projects for semiotic and/or instrumental purposes. The
designs evoke the forms of the Marri trees in Marri Healing, swelling waves in
Kaleidoscopic Wave, spiritual characters in From the Skies, and quilted forms in The
Unforgotten and Endless Quilt. However, developing empathic visual relations through
form was not explored creatively. The principle of design for empathic visual relations,
was conceived through textual research and intuition, but this opportunity was
overshadowed by my new direction with surface exploration. Form was used most
notably to help construct narrative in the community artefacts, or for its practical and
instrumental opportunities and multi-stability in the En-case and FNFA projects.
The final domestic artefacts, En-case and For Now, For All-ways, focus on the importance
of not being too prescriptive as a designer, and acknowledging that, among other things,
objects need to be adaptable to unforeseen actions and uses. The forms also speak of the
inherent difficulty in prescribing how an artefact is used in the future, while we are
transitioning to an increasingly digital world.
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While some enduring artefacts such as photographs become enduring and
intergenerational for their unchanging quality, artefacts such as furniture can evolve
with changing needs and wants, to remain enduring while still forming evidential links
to the past.
Reflections on scale
The variety of project scales in terms of physical size and its relation to audience
interaction and perception, not to mention gender, culture and age-related differences
proved to be challenging and demanded hybrid design responses. The variety of scales
proved fruitful, as I was able to explore differing notions of gaining audience attention
and maintaining engagement, with visual changes due to viewing angles, or viewing
through the artefact itself.
I explored large scale gestures in Kaleidoscopic Wave, viewing from a distance and at an
intimate scale for the series Marri-Kingia Past and From the Skies (further to section 6.3,
see also Appendix I showing scale). This exploration of the grand scale with the intimate
enabled further layering of meaning, opportunities to explore ongoing audience
engagement and (re)discovery as well as the power of tactile surfaces and physical touch
with the furniture pieces. These creative outcomes demonstrated the way in which the
Enduring Design Framework can be interpreted and applied. Through this process, the
value of intimate surface detail within a design that is simultaneously bold and engaging
from a distance generated a new practice direction and developed new skills.
Reflections on designing against psychological obsolescence
The aim of these projects is to delay disposal of still functioning built environment
artefacts and surfaces by addressing psychological obsolescence. As raised on page 38,
artefacts are often replaced due to the replacement morality phenomenon where the
consumer justifies replacement for various reasons. While two of these reasons are
perhaps outside the domain of the designer, that is the belief that the artefact has fulfilled
its role for the price paid or that the owner deserves something ‘new’ as a reward, the
other psychological rationales may be addressed.
One rationale for early disposal is the concern for emerging defects. In relation to the
built environment, this may include issues such as a weakening structure or damage to
surfaces. This has been addressed particularly in FNFN as the rope can easily be retensioned or single panels replaced if damaged. Minimal disposal is possible, as the
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individually damaged units can be removed, while the remaining units still function
independently and can be retained. Incidentally, the damaged units or individual panels
may be replaced and satisfy the consumer’s need for ‘reward’ without having to replace
an entire ensemble.
Additionally, as with all the projects except Kaleidoscopic Wave, the surfaces have been
designed to disguise damage to limit perception that defects exist. It is worth noting
however that the surfaces of the Kaleidoscopic Wave are out of reach limiting incidental
damage, and the viewing distance makes any defects would be difficult to detect.
Furthermore, the use of one material, the longevity of stainless steel and the engineering
design limits potential defects emerging in this work.
Perhaps the most challenging is the fact that some consumers justify that artefacts can
be replaced due to the belief that it will be stored for future use or will be used by other
consumers. While it is outside the domain of the designer to control consumer behaviour
against disposal, my examination of designing for imagined historical reconstruction,
seeks to address reappropriation as discussed in Chapters 5 and 6. If an artefact is
disposed of, or handed down to others, the design solutions I trialled, aims to facilitates
this reappropriation. My designs aim to enable the potential new owner, or a curator, to
imagine a narrative meaningful to them, seek its provenance or for the custodial priming
ritual to occur.
The design exploration has also sought to discover ways in which to avoid lifestyle
obsolescence through forms that are adaptive to changing needs, lifestyle and spatial
restrictions as seen in the Endless Quilt, FNFA and En_case. Perhaps most significant was
my exploration into retaining objects as a social conduit to a loved one, a community or
the kinship embedded self as part of an enduring identity.
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CHAPTER 7

FINDINGS AND CONTRIBUTIONS

My research contributes to the discourse on sustainable consumption, ESD, and material
culture, by examining and exploring ways to increase the emotional and psychological
endurance of built environment artefacts. My findings emerge from understanding the
cause of over-consumption and its inverse, custodianship, from a Design Anthropology
approach to theory and practice. I extend upon theories by Fuad-Luke (2002; 2007;
2009; 2010) Thorpe (2007), Cooper (2010a; 2010b), Chapman (2005; 2009; 2010;
2014), Manzini (1995;2007; Manzini and Vezzoli 2002) and Walker (2011a; b; 2010;
2006b; 2014) through a proposed Enduring Design Framework, with contemporary and
historical exemplars, and I propose additional approaches and creative outcomes.

7.1

THEORETICAL CONTRIBUTION

My theoretical findings and contributions evolved from action research, synthesising the
literature review, surveys, interviews and design activity. My research expands upon the
aforementioned contemporary ESD theorists of enduring design by incorporating more
recent material culture and consumer behaviour findings, my new data, and design
practice, to contribute new knowledge. New theoretical contributions are summarised
below.
I identify a new way to interpret Maslow’s theory of the Hierarchy of Needs in relation
to product design. This re-interpretation prioritises people, the environment, and the
person-object relationship, instead of using the theory to serve economic considerations
such as building brand loyalty or increasing sales, as has occurred in the past. I link
Maslow’s theory to anthropological findings to reveal the needs that should be
considered by designers in order to extend person-object relationships.
I reveal the ‘custodial priming’ and ‘curatorial reframing’ rituals not previously
conceptualised as part of the reappropriation of goods. Design discourse focuses only on
reappropriation in terms of instrumental function, or physical form as seen in the rituals
of divestment and transformation. It rarely addresses the emotional and psychological
process of reappropriation that is revealed through a Design Anthropology perspective.
Through the exploration of the recovery, priming and reframing rituals, my Enduring
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Design Framework has developed new principles that designers can consider to
encourage (re)appropriation, the emotional and psychological intergenerational
transfer of goods, for artefact endurance.
I explain the opportunity for addressing the evidential role of artefacts for an enduring
person-object relationship based on building stronger attachment over time. I articulate
principles that not only address the aesthetic, instrumental or semiotic artefact
functions, but also the evidential function of artefacts. Verbeek’s post-phenomenological
theory articulates a way of considering the mediating role of artefacts as a by-product of
direct experience. While this assists in unpacking the process of mediation, it falls short
in revealing the additional phenomena which develop and evolve from repeated
experience with the artefact over time. By designing artefacts that record, narrate, or
encourage significant experiences, humans can perceive the artefact as containing
evidence of the experience within the materiality, so that it becomes irreplaceable and
worthy of being retained and maintained, and lives on.
I expand the strategies for extending the product-user relationship through the Enduring
Design Framework in the following ways:
-

I propose new categories; design for framed provenance, embodiment of higher
needs, bodily accordance, and empathic visual relations;

-

I expand the principles Chapman (2005) and others propose relating to materially
aging with dignity. I incorporate symbolic aging, that solicits intergenerational
meaning;

-

I expand on Chapman’s concept of enchantment by incorporating concepts from
Gell (1998) and Bennett (2001, 2009);

-

I expand on concepts of recycling and upcycling to consider the radical physical
transformation of artefacts to create repurposed artefacts.

These contributions to the previously identified design strategies for extending productuser relationships are highlighted in colour in Figure 7-1 and are explained in further
detail below.
• I describe the ability of a framed provenance to be expressed within an artefact to
extend artefact longevity through practice examples and suggestions for designers.
Gell (1998) and Miller’s (2010) insight on object ‘framing’ through culture partly
explains why particular objects are valued as heirlooms over others. The
provenance of the artefact is perceived as a direct, material link, as evidence with its
many associations, and reflects this to the possessor as if they too are endowed with
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these qualities or semiotic meaning. Framed provenance has not been previously
identified as a design opportunity for artefact endurance.
• I demonstrate how liveliness may be applied and encouraged to create empathy for
an artefact of the built environment. Although design discourse has discussed this
in part and in relation to electronic artefacts and material aging (Chapman 2005), I
have shown how a liveliness through visual and relational anthropomorphism may
build a person-object relationship with artefacts of the built environment. This
liveliness increases the likelihood of a custodian-heirloom relationship.
• I propose and explain why framework principles such as design for kinship and selfrelatedness, community connectedness, embodiment of virtues or spirituality, and
symbolic aging generally, can create meaning across generations and thereby
encourage enduring interpretation. Designs that express fashion, trends or newness
are inherently temporary, and designs that focus purely on functionality and
aesthetics are subject to volatile semiotic meaning and can easily fall from favour.
However, artefacts that connect to higher enduring meanings can more easily be
reappropriated, as the meaning remains connected and relevant to a wider
community or generations.
• I propose and explore how built environment artefacts with empathic visual
relations, bodily accordance, and enchantment can contribute to designing for
emotional endurance. Artefacts that evoke qualities of uniqueness, rarity,
embodiment of another person’s effort and time, or customisation to one’s self, with
a high degree of pleasure, are considered heirlooms. Through theory, exemplars and
creative production, I have demonstrated how these qualities can occur through the
framework principles of designing for empathic visual relations, bodily accordance,
and enchantment.
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Figure 7-1. Refined and expanded chart of ‘Strategies for Extending Product -user
Relationships’, 2017. Forlano 2017. Adapted from Fuad-Luke (2010, 617).
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7.2

CREATIVE PRACTICE CONTRIBUTION

Contemporary designers typically design for immediate consumer needs, while design
theorists in the field of enduring design have claimed designers have no control and
therefore little to no responsibility for considering on-going consumer engagement,
because of changing semiotic meaning and lifestyle, and psychological obsolescence.
My research indicates that designers can consider how artefacts act on the possessor or
user beyond their instrumentality, aesthetic and symbolic role, through the by-product
of experience over time; that is the artefact’s narrative, genealogy and form bear
evidence of human relations and experience accumulated over time. My original designs
demonstrate ways to encourage long-term person-object relationship by acting as a
relational other, to evoke empathy, liveliness and evidence of social relationships and
relationships to place. Through the creative process I have achieved the following
contributions to both my personal practice and the design industry generally.
My design practice explores the manifestation of the Enduring Design Framework, while
also evolving the framework symbiotically. The creative process enhanced my material
understanding, raised design opportunities, and interpreted and applied anthropological
concepts.
I have expanded my practice by developing new skills in surface design. Surface design,
a previously underexplored area of my own practice, has been explored and refined into
a new approach to communicating with users through interviews and subsequent design
of narrative-based surface patterning. In the development of surface and texture I
explore the expression of marking, perforating, and creating translucency of multiple
layers through both printing and engraving, to add and remove layers respectively. The
surface appears as if it has been marked over time through memory.
Through creative practice, I have demonstrated that surface design is an important and
underexplored consideration in contributing to enduring built environment artefacts,
particularly furniture design. My intuitive exploration of surface for building artefact
endurance was supported by the data collection and participant responses to the
creative work. Through the survey analysis, it was revealed that a ‘beautiful or
interesting’ surface was sought by 95% of the respondents. This raised the importance
not only of surfaces that age well, as discussed in previous literature, but of the potential
of designing unique surfaces as part of the design of built environment artefacts. While
surface carving or texture was typical of handcrafted artefacts prior to the 20th century,
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it is less evident in furniture particularly. Surface design offers the opportunity for built
environment designers to consider enchantment and narrative through the surface as
another opportunity for encouraging endurance.
Thinking beyond the initial purchase or initial user, designers can consider the ongoing
engagement with experience over time. I demonstrate that designers can consider users
in the creation of the work, and more importantly, ways to maintain ongoing
engagement, encouraging attachment for future consumers, users or generations,
challenging theorists such as Van Hinte’s position, that emotional experience with
artefacts is outside the domain of the designer. The methods proposed include
stimulating discussion on meaning, narrative or provenance through visual prompts
such as surface illustrations and patterns.
Through a series of propositional domestic artefacts and commissioned larger scale
public works, I reveal how to materially manifest a multi-principled approach that can
lead to an enrichment of the person-object relationship.
I have explored and materialised material culture notions of artefacts as lively and as
extensions of the self in the design of new artefacts. Through the co-creation process of
interview, reflection, decision making, and digital and physical building, the artefact
becomes alive in the sense that the participant engages in its creation. Thus, it becomes
part of the self, as described by Sartre (1943), Belk (1988) and Gell (1998). The created
is not found and purchased with no history or story, but instead, its coming-into-being is
understood and personal.
Novel outputs were created through their designed form, assembly methods,
combination of technologies and conceptual outcomes. Evidence of the originality and
value of the creative outcomes is: the inclusion of the work Endless Quilt for a peerreviewed creative production as research exhibition; The Unforgotten featured in
commercial galleries and was included in my article written for the ‘A grade’ journal,
Interstices; En-case’s design registration (Appendix D); and the open competitive tender
commissions awarded for the community artefacts, Kaleidoscopic Wave, From the skies
and the Marri-Kingia Past suite of works.
Design practitioners can use the Enduring Design Framework to further develop and
reflexively critique their own practice. Practical design strategies are also provided to
illustrate how the Enduring Design Framework may manifest (see Figure 5-6).
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7.3

FUTURE RESEARCH

While I speculate on an enduring design framework and details on how this may manifest
materially or through the design process, further research can test the success of these
speculations. It is outside the scope of this project and time frame to examine a wideranging public interpretation of the entire creative body of work. This field of research
would benefit from a future examination of the propositional and public artefacts
created, through surveys and qualitative interviews over various set periods of time to
test the emotional and social endurance of the works and changing attitudes, cultural
shifts and generational reappropriation uptake.
This research would also be furthered by examining the way in which other designers
may interpret the framework and offer alternative or additional principles and
manifestations, and their impact upon consumer use and reappropriation over extended
periods. The research could profitably examine each framework strategy separately in
depth, through creative exploration, testing and reflection. Prioritising the constituent
parts of the EDF would also be worthy of further research.
Karanika and Hogg found that narrative based possessions accrue greater meaning over
time, and these possessions are more likely kept, even when they are no longer
appropriate for one’s life stage (2012, 4). However, although the artefact is kept, if it is
not used it doesn’t serve environmental concerns, as this doesn’t reduce consumption by
others. The modular approach may thus ease the modification of the artefact slowly over
time. Conversely, it may make it easier to dispose of components; one can hold onto other
parts of the possession for sentimental purposes but dispose of the rest. Thus, further
research on design for separately functioning modules of a whole and its impact upon
disposal and bequeathment patterns would be worthwhile.
The development of other ways to evoke empathic visual relations, and how this may
relate to Design for Liveliness (visual and relational anthropomorphism) is an area not
substantially explored in the creative process and is an area worthy of further research.
Co-design is an extensive area of emerging research. Finding the optimum level of cocreation from the user, forms of guidance from designers, and scope of opportunities for
customisation by the online platform and/or manufacturer also warrants further
research.
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Appendix A

Data Collection
En-case and For Now, For All-ways

1. Interview schedule for initial data collection
I have received information regarding this research and had an opportunity
to ask questions. I believe I understand the purpose, extent and possible risks
of my involvement in this project and I voluntarily consent to take part.
Please answer each question highlighted in bold. The subsequent questions are to be
considered, but not required to be answered directly. Please remember that this
project is about creating new intergenerational heirlooms, that is, any common
themes that are meaningful across generations.
IMPORTANT NOTES:
As we would like to represent important ‘things’ to you and your family (be it people,
places, events, objects), please don’t expect that you need to provide an answer
that will be the exact ‘thing’ that will be visually presented in the furniture. For example,
if you enjoy cooking and large family gatherings for meals, don’t be concerned that
this means that I (the designer/ researcher) will incorporate a picture of a saucepan
in the work. This is a questioning process to uncover things that you feel are important
to you as a person and then from there, we will further discuss it and I will propose the
best visual means to represent it.
We want the outcome to be something that becomes a special piece of furniture for
you and that is associated with positive emotions, memories of the past, qualities that
make you and your family who you are, as this typical of heirloom objects. If a question
doesn’t resonate with you and after considering it for some time, you can’t think of
anything in that category that is special or has precious memories associated with it,
then feel free to skip that question. Likewise, if there is something that you would very
much like to be represented but hasn’t been touched on in these questions, please
feel free to add it to the forms.
Consider when you answer these questions, that I am trying to get a sense of who you/
your family/ your ancestors are, so that I can consider how this furniture may have
meaning across multiple generations. For some people, carrying on family traditions
may be important, but for others, this may not be so important. So, if you feel for
example that your ancestry and cultural upbringing are not important or haven’t
played a large role, or it is associated with bad memories or the like, that is fine. Just
let me know what is important to you now and you think will be important to you/ your
family in the future.
Dot points are fine. We can discuss it in further detail later in the interview if necessary.
Showing photos or actual objects that are special are fine too (just be sure to protect
it). Either provide me with a photocopy I can take or I can take a photo of it if you
prefer. Feel free to add extra pages if needed, please just be sure to number or staple
it together so it is coherent.
This questionnaire is broken down into three sections;
1. The Big Picture focuses on the past and your ancestry to get a broad picture of your
background and your non-immediate family members.
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2.

3.

The ‘Now’ focuses on your current immediate family and your sense of identity in the
present. Of course, this may relate to the past events, but in this section, we will focus
more on you and your immediate family.
Where to next? Focuses on the next generation of your family and your family’s future
aspirations.

THE BIG PICTURE – YOUR ANCESTRY
1 a- Our background influences our current lives. I’d like to get a holistic view of your
identity. Is there anything about your parents, extended family or cultural
background that you feel is a significant part of your identity; such as significant
events, places, people or objects that you feel is of significance? For example,
you may have a love of gardening, and perhaps this can be traced back to
learning to grow vegetables from your grandparent’s farm. Is there something
about the place where your grandparents, or great grandparents lived, or
traditions like religious, cultural background that you would like represented?
1b.

Do you own any object/s that you strongly associate with family, tradition, family
rituals or ancestors that provide positive emotions or (emotional) comfort to you?
i.e. perhaps the object makes you happy or smile as it helps you recall a
memory, or maybe there is something quirky about your family that you love
that can be represented in an object. Is there something that makes your family
special/ unique? (multiple generations have had aviaries and you have a vast
collection of feathers). You can even discuss an object that perhaps you don’t
own but the memory of it has some special family/ ancestral meaning to you.

1c.

What are some of your fondest and most significant memories from childhood?
Was it with your family (beach holidays, activities you did together, being taught
to stitch by a grandmother, or collecting eggs from the chicken coup etc….) or
was it something you did alone (drawing, making “god’s eyes/ string art” with
yarn, collecting insects and found objects) or with friends (‘adventures’ in
bushland etc…) Why are these particular memories special, is it a feeling it
represents or a person, or how it developed into a future career etc….?

NOW- YOUR IMMEDIATE FAMILY
2a.

What are the five most significant EXPERIENCES that give you a sense of
belonging or forms your and/or your family’s identity? Why are they significant?
i.e. events, places, times of your life, or people in your life? For example, perhaps
you met your partner at a yacht club as kids and you still sail together, or you
live by the beach and do lots of fishing, and the kids love collecting shells and
looking at the fish scales etc…

2b.

Name and describe five of your most precious (inanimate) OBJECTS that reflect
you or your family’s identity. Similarly, to the previous question why it is so
precious? Would you like to have this re-presented in the furniture project?

2c.

Describe your favourite place in and about your ‘home’ town or something that
makes you feel connected to it in some way. Why do you think this is your
favourite place? What do you think it represents or means to you? Is there
something ‘special’ or particular that reminds you of this place and no other? Is
there is another place more significant to you than your home town? For
example; the Sydney’s architectural iron work of terrace house may remind you
of your home town of Sydney, or flowering Jacarandas may remind you of the
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specific street you grew up on. If there is nothing specifically relevant, there is no
need to ‘force’ an answer.

WHERE TO NEXT?
3a. Do you have any family heirlooms that you hope to pass on to your children? If
so, can you describe what it is, how it came into your possession and what
makes it special?
3b.

If you have children of your own, what would you like them to remember about
their childhood? Do you have any special or unique traditions that you hope
they will carry on with their children in the future?

3c. Are there anything other past experiences or future aspirations that you would like
to discuss?
If you have completed the questionnaire, please keep it for when we meet and
conduct the face-to-face interview, so that I can add any of my own notes, ask any
questions and/or add photos to it.
Thank you for your time and I will be in contact on the following date to arrange a
meeting: __/__/2015
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2. Interview schedule for feedback
After our initial meeting to discuss your family, I began by presenting drawings as
illustrations that reflected this discussion.

INITIAL RESPONSE
1a- As illustrations were presented to you, how did you feel it related to your family
history, values, identity or memories? Which illustrations resonated immediately with
you, and which didn’t? Why?
1b. Some illustrations (such as the dice and horse) was discarded, can you explain
why it was important to exclude that?
1c. Which, if any, illustrations recall past memories in a positive light?
1d. Which, if any, illustrations recall past memories in a negative light?
1e. Describe your family’s feelings when you first saw the finished work.

9 MONTHS LATER
2a. How have your feelings changed towards this work over time, if at all?
2b. How long do you anticipate you will keep this furniture for? And why do you think
that?
2c. Do you think you would keep this for more or less time than a store-bought
equivalent that has no personalisation features (such as the engraving?
2d. Do you think you would pass this onto your children or other significant people if
you don’t want/ need it in the future?
2e. What specifically is the most important feature/s of the work that contribute to why
you would keep this?
2f. Has there been any disappointments with the outcome? Is there any reason why
you may dispose of this product prior to the end of its usefulness?
2g. Any further comments?
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Appendix B

Custodian interview schedule

I have received information regarding this research and had an opportunity
to ask questions. I believe I understand the purpose, extent and possible risks
of my involvement in this project and I voluntarily consent to take part.
Please remember that the overall PhD project is about creating intergenerational
heirlooms, so in order to understand what people think about heirlooms, I will be asking
you questions about objects that have been passed onto others, or you think will be
passed onto others as precious objects. I may also take photos of your objects that
you will be discussing.
IMPORTANT NOTES:
If a question is too uncomfortable for you, you do not need to answer it. Likewise, if
there is something that you would very much like to be discussed in relation to your
heirlooms but hasn’t been touched on in, please feel free to discuss. The interview
questions are a guideline and the interviewee may ask other questions based on the
conversation direction.
This interview is broken down into three sections;
1. Receiving custodial objects- What you have already received as a ‘special’
object that was considered special by the previous owner, that is, something
that was bequeathed or given to you as an owner to take care of the
special object. (1-2 objects)
2. Giving custodial objects- What you have that is special or precious and you
would like to pass on to someone else as a ‘special’ object. (1-2 objects)
3. Do you have any other general thoughts about ‘special’ objects you’d like to
discuss.?

RECEIVING CUSTODIAL OBJECTS
1a)
1b)
1c)
1d)
1e)
1f)
1g)

1h)

Have you received any object/s that were understood as a ‘special’ object, or
heirloom that is expected to be kept and cared for as an heirloom?
What is your relationship with the giver? (Are you related/ how) and how long
have you had the object? How long did the original owner/s have it?
Were you aware that the giver was going to give this to you long in advance or
with little/ no notice?
Do you feel the same or differently towards the object than the giver and why
do you think that is?
Do you feel you need to take care of it?
Do you feel you need to pass it onto another person that will also take care of
it? If so why and how do you feel about this?
Do you feel that you can change the object in some way to make it more useful/
practical/ loved by you? Or would that not be appropriate? Or impossible?
What aspects of the object do you think you can change or what parts do you
need to retain exactly as it is?
What is your overall feeling towards to object?
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GIVING CUSTODIAL OBJECTS
2a)
2b)
2c)
2c)
2e)
2f)
2g)

2h)
2i)
2j)

Do you have any object/s that you feel are a ‘special’ object, or heirloom that
is expected to be kept and cared for as an heirloom in the future by someone
else?
What is your relationship with the person you intend to give it to? (Are you
related/know each other/ how)
How long have you had the object? Is it new, second-hand etc…
How do you feel about the object and why do you consider it ‘special’ or a
future heirloom?
Do you feel you need to take care of it for future generations?
Do you feel you need to pass it onto another person that will also take care of
it? If so why and how do you feel about this?
Do you feel that you can change the object in some way to make it more useful/
practical/ loved by you? Or would that not be appropriate? Or impossible?
What aspects of the object do you think you can change or what parts do you
need to retain exactly as it is?
What is your overall feeling towards to object?
Did you acquire this object by specifically seeking out something that would be
an heirloom or did it just ‘happen’?
Do you discuss the special qualities of the/these objects with others? Are they
the people you would consider giving it to?

GENERAL
3a) Do you show/ present or conceal your special objects?
3b) Do you use them or not, and why?
3c) Do you think you would like more or less ‘special objects’? (as opposed to throw
away objects or objects that you think would not be special to others?
3d) Is there anything further you would like to discuss?
Thank you for your time and I will be in contact on the following date to arrange a
meeting:
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Appendix C

Survey results
Understanding what furniture we throw away, keep
and pass on.

Table C-1. Respondents age, gender and occupation. Forlano, 2016.
What is your age?

Response %

Response No.

18-34

33%

27

35-54

60%

50

55-64

2%

2

65-74

5%

4

75 or older

0%

0

Are you Male or Female?

Response %

Response No.

Male

23%

19

Female

77%

64

Are you an art or design professional?

Male

Female

Yes

42% (8)

42% (27)

No

58% (11)

58% (37)

Table C-2. Ownership attitudes by gender. Forlano, 2016.
‘heirloom’ ownership

Total

You have received an object you consider to be an
heirloom

Male

Female

61% (11) 73% (47)

Furniture lifespan expectations

Total

When you seek out furniture, you generally expect it to
last less than 5 years

2 % (2)

0%

3% (2)

When you seek out furniture, you generally expect it to
last 5-10 years

23%
(19)

32% (6)

21% (13)

When you seek out furniture, you generally expect it to
last 10- 20 years

28%
(23)

11% (2)

33% (21)

When you seek out furniture, you generally expect it to
last more than 20 years or to be passed onto others

20%

32% (6)

16% (10)

Other (depends on furniture type, not responsible for
furn. purchases etc… )

27%
(22)

26% (17)

27% (17)
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Male

Female

(16)

Female

Table C-3. Bequeathment attitudes by gender. Forlano, 2016
Do you have in your possession something you would
consider bequeathiing or giving to a younger generation that
you consider to be an heirloom or a special object to be cared
for? (tick as many that apply)

Response
%

Response
No.

No, I have nothing- total

11%

9

No, I have nothing- male

16%

3

No, I have nothing- female

9%

6

Yes, furniture- total

45%

37

Yes, furniture- male

42%

8

Yes, furniture- female

45%

29

Yes, domestic objects other than furniture - total

36%

30

Yes, domestic objects other than furniture- male

21%

4

Yes, domestic objects other than furniture- female

41%

26

Yes, personal objects (jewelry, clothing)- total

69%

57

Yes, personal objects (jewelry, clothing)- male

47%

9

Yes, personal objects (jewelry, clothing)- female

75%

48

Yes, leisure objects (musical/ sporting equip…)- total

11%

9

Yes, leisure objects (musical/ sporting equip…)- male

21%

4

Yes, leisure objects (musical/ sporting equip…)- female

8%

5

Yes, collectible items (trading cards, artworks…) -total

31%

26

Yes, collectible items (trading cards, artworks…)- male

32%

6

Yes, collectible items (trading cards, artworks…)-female

31%

20

Yes, photographic records - total

60%

50

Yes, photographic records- male

58%

11

Yes, photographic records -female

61%

39

Yes, other -total

9%

7

Yes, other- male

11%

2

Yes, other- female

8%

5

Table C-4. Design and experiential perception of heirlooms by profession. Forlano,
2016.
Yes

No

Disagree

23% (8)

15% (7)

Somewhat disagree

28% (10)

29% (14)

Neutral

26% (9)

33% (16)

Somewhat agree

20% (7)

19% (9)

Agree

3% (1)

4% (2)

Are you an art or design professional?
Heirloom furniture is typically simple in form and elegant.
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Yes

No

Disagree

14% (5)

23% (11)

Somewhat disagree

23% (8)

37% (18)

Neutral

11.5% (4)

19% (9)

Somewhat agree

31.5% (11) 19% (9)

Agree

20% (7)

2% (1)

Disagree

14.5% (5)

6% (3)

Somewhat disagree

17% (6)

21% (10)

Neutral

20% (7)

21% (10)

Somewhat agree

34% (12)

40% (19)

Agree

14.5% (5)

12% (6)

Disagree

23% (8)

2% (1)

Somewhat disagree

9% (3)

12.5% (6)

Neutral

17% (6)

12.5% (6)

Somewhat agree

48.5% (17) 52% (25)

Agree

2.5% (1)

21% (10)

Disagree

0

0

Somewhat disagree

6% (2)

2% (1)

Neutral

6% (2)

0

Somewhat agree

31% (11)

37% (18)

Agree

57% (20)

61% (29)

Disagree

6% (2)

0

Somewhat disagree

17% (6)

12% (6)

Neutral

11% (4)

17% (8)

Somewhat agree

43% (15)

44% (21)

Agree

23% (8)

27% (13)

Disagree

3% (1)

2% (1)

Somewhat disagree

14% (5)

6% (3)

Neutral

11.5% (4)

15% (7)

Somewhat agree

40% (14)

48% (23)

Agree

31.5% (11) 29% (14)

Are you an art or design professional?
Heirloom furniture may be mass-produced.

Heirloom furniture is typically expensive.

Heirloom furniture is old.

Heirloom furniture has personal significance.

Heirloom furniture is rare or difficult to replicate.

Heirloom furniture is memorable and unique in appearance.
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Yes

Are you an art or design professional?

No

Heirloom furniture is not made of man-made materials, such as plastic.
Disagree

20.25% (7) 10% (5)

Somewhat disagree

40.25% (14) 29% (14)

Neutral

14% (5)

17% (8)

Somewhat agree

14% (5)

21% (10)

Agree

11.5% (4)

23% (11)

Disagree

14% (5)

10% (5)

Somewhat disagree

29% (10)

25% (12)

Neutral

9% (3)

21% (10)

Somewhat agree

34% (12)

29% (14)

Agree

14% (5)

15% (7)

Disagree

26.5% (9)

10.5% (5)

Somewhat disagree

14.5% (5)

19% (9)

Neutral

32.5% (11) 35.5% (17)

Somewhat agree

20.5% (7)

27% (13)

Agree

6% (2)

8% (4)

Disagree

3% (1)

0

Somewhat disagree

5.5% (2)

6% (3)

Neutral

8.5% (3)

17% (8)

Somewhat agree

26% (9)

44% (21)

Agree

57% (20)

33% (16)

Heirlooms are aesthetically 'timeless'.

Heirlooms have an old, aged or patinated surface.

Heirloom furniture is well made.

Heirloom furniture is only an heirloom to those who know the history of the object.
Disagree

6% (2)

13% (6)

Somewhat disagree

14.5% (5)

17.5% (8)

Neutral

6% (2)

10.5% (5)

Somewhat agree

41% (14)

56.5% (26)

Agree

32.5% (11) 2.5% (1)

Heirloom furniture is often made by someone the possessor knows.
Disagree

31% (11)

23% (11)

Somewhat disagree

23% (8)

33.5% (16)

Neutral

20% (7)

29% (14)

Somewhat agree

26% (9)

12.5% (6)

Agree

0

2% (1)
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Yes

No

Disagree

6% (2)

0

Somewhat disagree

3% (1)

2% (1)

Neutral

6% (2)

15% (7)

Somewhat agree

42.5% (15) 50% (24)

Agree

42.5% (15) 33% (16)

Are you an art or design professional?
Heirloom furniture reminds the possessor of the past.

The heirloom status of furniture has nothing to do with how it looks.
Disagree

6% (2)

8% (4)

Somewhat disagree

6% (2)

12% (6)

Neutral

20% (7)

24% (11)

Somewhat agree

34% (12)

26% (12)

Agree

34% (12)

30% (14)

The form of heirloom furniture should fit into any interior decor.
Disagree

26% (9)

21% (10)

Somewhat disagree

40% (14)

33% (16)

Neutral

25.5% (9)

29% (14)

Somewhat agree

5.5% (2)

15% (7)

Agree

3% (1)

2% (1)

Heirloom furniture is something rare, like a limited edition or collectible, that is no
longer in production.
Disagree

17% (6)

12% (6)

Somewhat disagree

17% (6)

23% (11)

Neutral

23% (8)

12% (6)

Somewhat agree

37% (13)

33.5% (16)

Agree

6% (2)

19.5% (9)

Heirlooms are not machine made, and have a handmade quality.
Disagree

29% (10)

8% (4)

Somewhat disagree

17.5% (6)

25% (12)

Neutral

20.5% (7)

21% (10)

Somewhat agree

26.5% (9)

31% (15)

Agree

5.5% (2)

15% (7)

Heirloom furniture is a burden because its emotionally harder to throw away.
Disagree

17.5% (6)

8.5% (4)

Somewhat disagree

15% (5)

12% (6)

Neutral

20.5% (7)

19% (9)

Somewhat agree

44% (15)

52% (25)

Agree

3% (1)

8.5% (4)
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Yes

Are you an art or design professional?

No

Heirloom furniture is something to be cared for and maintained for future
generations.
Disagree

0

0

Somewhat disagree

0

4% (2)

Neutral

9% (3)

15% (7)

Somewhat agree

54% (19)

50% (24)

Agree

37% (13)

31% (15)

Heirloom furniture is difficult to live with if it doesn't suit my aesthetic taste.
Disagree

14% (5)

2% (1)

Somewhat disagree

17% (6)

10% (5)

Neutral

9% (3)

21% (10)

Somewhat agree

43% (15)

48% (23)

Agree

17% (6)

19% (9)

Heirloom furniture isn't something you can buy at a shop, it becomes an heirloom
over time through personal experience or history associated with the object yet.
Disagree

6% (2)

2% (1)

Somewhat disagree

6% (2)

15% (7)

Neutral

8% (3)

8% (4)

Somewhat agree

26% (9)

42% (20)

Agree

54% (19)

33% (16)

Heirlooms (furniture or otherwise) are things that remind the possessor of who they
are. It tells part of their, or other people's, life story.
Disagree

0

0

Somewhat disagree

0

4% (2)

Neutral

14% (5)

8% (4)

Somewhat agree

26% (9)

46% (22)

Agree

60% (21)

42% (20)

Heirlooms (furniture or otherwise) have a sense of nostalgia visible in its design or
appearance.
Disagree

6% (2)

2% (1)

Somewhat disagree

9% (3)

15% (7)

Neutral

16.5% (6)

19% (9)

Somewhat agree

45.5% (16) 35% (17)

Agree

23% (8)

29% (14)

Note: Tables used within the main text body are not repeated in this appendix. Full text answers
are not included. Selected text answers are included within main body text.
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Appendix D

Certificates

1. Certificate of registration for the En-case product
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2. Certificate of examination for the En-case product.
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Appendix E

Marketing of furniture as ‘seasonal’

Evidence of the marketing of ‘seasonal’, yet durable furniture.

Figure E-1. Freedom Furniture. Catalogue
cover, 2016.

Figure E-2. Harvey Norman. Catalogue
cover, 2016.

Figure E-3. Domayne Furniture. Catalogue,
November 2016
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Figure E-4. Furniture Bazaar. Furniture
Catalogue, September 2016

Figure E-5. Style at Home, Canada. Magazine
cover, October 2016.

Figure E-6. Chicago Home + Garden.
Magazine cover, Summer 2012.

Source: Style At Home. Accessed 5 November,
2016, https://secure.styleathome.com/onlinestore/index.php?feature=SLMI16100001&

Source: Home and Garden. Accessed 5
November, 2016,
http://www.chicagomag.com/

Figure E-7. Inside Out - Australia. Magazine
cover, n.d.
Source: Inside Out. Accessed 5 November, 2016,
http://www.insideout.com.au

Figure E-8. Elle Décor (UK). Magazine cover,
June 2009.
Source: Elle Décor. Accessed 5 November,
2016, http://www.aphrochic.com/2009/06
/01/elle-decor-summer-chic/comment-page-1/
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Appendix F

Evidence of ‘dis-domesticated’
furniture

Figure F-1. Dis-domesticated furniture for
verge side ‘waste collection’ by council.
Applecross, Western Australia.

Figure F-2. Dis-domesticated furniture for
verge side ‘waste collection’ by council.
Applecross, Western Australia.

Figure F-3. Dis-domesticated furniture for
verge side ‘waste collection’ by council.
Applecross, Western Australia, 2016.

Figure F-4. Dis-domesticated furniture for
verge side ‘waste collection’ by council.
Applecross, Western Australia, 2016.

Figure F-5. Dis-domesticated furniture for
verge side ‘waste collection’ by council.
Applecross, Western Australia, 2016.

244

Appendix G

Expert reviews for Endless Quilt and
The Unforgotten

1. Expert review by a senior design curator.
Received via email correspondence dated: 08.09.2016
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2. Expert review by arts and crafts researcher and advocate.
Received via email correspondence dated: 08.09.2016
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3. Expert review by practicing designer and academic.
Received via email correspondence dated: 15.08.2016

247

248

Appendix H

Copyright permissions

I warrant that I have obtained where necessary, permission from the copyright owners
to use any third-party copyright material reproduced in this thesis, or to use any of my
own published work in which the copyright is held by another party.
Below are the signed permission statements for the use of images of other copyright
holders.
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Appendix I

Background information on community
artefacts

1. From the Skies
Where the furniture works are of intimacy and personal nature, this integrated
architectural artefact required a connection to a diverse audience, from first time visitors
to regular travellers, young and old, male and female, global yet local, visually to nonvisually literate. This required a layering of meaning, message and ways of
communicating community.
The rear white panelling contains a patterning that merges the cracking dry earth
typically of remote WA, and transitioning to a ‘star’ like pattern at the top representing
sky and the idea of plane travel.

Figure I-1. Yb, Phillip. ‘Soil Drought’ Stock photo ID: 312820436 (n.d).
Source: Shutterstock. Accessed 08 January 2014, https://www.shutterstock.com/imagephoto/cracked-soil-texture-482864143
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Figure I-2. Forlano, Penelope. Overall perforation patterning for rear wall, 2014.

Figure I-3. Forlano, Penelope. Patterning
detail near top, 2014.

Figure I-4. Forlano, Penelope. Patterning
detail near centre. 2014.
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Figure I-5. Forlano, Penelope. Patterning detail at base showing text, 2015.

In a digital age of communication, when we can speak to others easily in real time
through various media, this idea of physically travelling through the air, and connecting
to a place by physically visiting it was a starting point for the idea. Why do people who
could otherwise do business, or talk and keep in contact with friends or family digitally,
still need to travel? I suspected it was for the intimacy of person to person connection
and land-person connection.
Social and place connection became central to the project. The stars, across many
cultures and eras, have long been a source of connecting people to place, used as a
navigational tool, and provide cultural and spiritual connection through story-telling and
mythology.
Most remarkably, the constellation of Orion (Figure 206) and Pleiades (Figure 206) are
commonly referred to as ‘the hunter or warrior* and the seven sisters’ with remarkably
common stories across large expanses of time and cultures, including Australian
Aboriginals (Tingay, 2013). It is believed that these stories emerged independently and
were not passed on between cultures (Ibid.)
The figure in the left of the artwork represents Orion or The Hunter (Western term)/ The
Warrior (Aboriginal term), and the right is Pleiades.
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Image deleted due to copyright

Image deleted due to copyright

Figure I-6. Department of Astronomy,
University of Wisconsin-Madison.
Constellation of Orion, n.d

Figure I-7. NASA. A color-composite image of
the Pleiades from the Digitized Sky Survey,
n.d.

Source: University of Wisconsin- Madison.
Accessed
08
November
2017,
www.astro.wisc.edu

Source: NASA. Accessed 08 January
http:NASA/ESA/AURA/Caltech/pleiades.

2014,

The artwork also features representations of the unique and now rare fauna. The right
sculpture may evoke the native Oblong Turtle’s shell through form and the red-tailed
black cockatoo/Karrak is represented clearly in the perforations. Similarly, the ‘hunter’
sculpture, the wrapping and scales of a snake, reinforces the crowned snake/Moyoop,
python and cockatoos in more literal representations through perforations.
This cockatoo again provided the opportunity for multiple interpretations. The bird is
the totem of a Whadjuk family of the area, it is believed in Noongar spirituality that the
red-tailed black cockatoo protected the spirits of the dead as they ascended into the
‘other world’ (http://www.noongarculture.org.au/spirituality/). This bird once covered
the skies in Perth, WA at times as a “black blanket” (ref) over the sky, but is now a rare
and protected species, and thus speaks of our environmental challenges and future
issues relating to this place. Similarly, the snake has Western versus Aboriginal
meanings.
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Figure I-8. Forlano, Penelope. From the Skies (Pleiades
detail), 2015. Photo by Robert Frith of Acorn.
Photography courtesy of FORM and Perth Airport

Figure I-10. Forlano, Penelope. From the Skies (Orion
detail), 2015. Photo by Robert Frith of Acorn.
Photography courtesy of FORM and Perth Airport.
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Figure I-9. Forlano Penelope.
Red-tailed black cockatoo
photograph, 2014.

Figure I-11. Forlano, Penelope.
Carpet Python photograph,
2014.

Figure I-12. Google Earth. Exmouth (detail), 2015.
Accessed 08 January 2014. Source: Google Earth.

Figure I-13. Forlano, Penelope. Perforation pattern for artwork, 2014.

Additionally, aerial imagery was also used creating meaning for those regularly flying
and recognising river formations, or the path of the Wagul in Aboriginal spirituality.
My role was not only the integrated design of the artwork and acoustic requirements,
but also the preparation of the CAD/CAM shop drawings, the commissioning and
overseeing of the fabrication, and liaising with site stakeholders, architects, builders,
electricians, structural engineers, fabricators, security and OH+S safety officers to ensure
the project was installed on time and budget.
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Figure I-14. Forlano, Penelope. Construction
of artwork, 2014.

Figure I-15. Forlano, Penelope.
Construction of artwork, 2014.

Figure I-16. Forlano, Penelope. Installation of artwork, 2014.
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Figure I-17. Forlano, Penelope. Installation of artwork, detail of perforated wall and
aluminium hanging system, 2014.

Figure I-18. Forlano, Penelope. Installation of
artwork, 2014.
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Figure I-19. Forlano, Penelope.
Installation of artwork, 2014.

2. Kaleidoscopic Wave
This project commissioned by the Department of Education via a competitive tender
process; the art consultant was Maggie Baxter, the architects were JCY Architects, and it
was completed in July 2017.
Like never before, students are now bombarded with instantaneous and at times fleeting
digital information. Their high level of screen time connects them to various social media
platforms that allow them to see other places, lives and times in an instant, and this
overloaded, disembodied experience can create a disconnection to place. This work aims
to reconnect with the time and place with wondrousness and capture the fleetingness of
the real and present time.
The link to the maritime past and present are a prime driver for the swelling wave form
and the periscope-like opening to the sky above. The soffit abstractly represents looking
up from under the ocean, experiencing the ever-changing and fragmented reflections of
light and image and a point of light that extends up through the roof space ending with a
skylight to the ever-changing sky above. This maritime-inspired form reflects this unique
quality of the school’s location and teaching.

Figure I-20. Forlano, Penelope. Preliminary concept, reflected ceiling plan, 2014.
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Figure I-21. Forlano, Penelope. Preliminary concept, perspective sketch looking west,
2014.

Figure I-22. Forlano, Penelope. Preliminary concept, perspective sketch looking east,
2014.
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Figure I-23. Forlano, Penelope. Perspective of final design, 2017.

Figure I-24. Forlano, Penelope and Glen Oldfield. Final drawings of ‘oculus’ component,
2017.
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Figure I-25. Forlano, Penelope and Glen Oldfield. Final model, view inside western
sculpture, 2017.

Figure I-26. Forlano, Penelope and Glen Oldfield. Final model, view inside eastern
sculpture, 2017.
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Figure I-27. Forlano, Penelope and Glen Oldfield. Final model, view inside eastern
sculpture, 2017.
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Figure I-28. Forlano, Penelope. Test
sample, 2017.

Figure I-29. Forlano, Penelope. Test sample,
viewing underside flanges, 2017.

Figure I-30. Forlano, Penelope.
Kaleidoscopic Wave, component A,
opening to skylight, 2017.

Figure I-31. Forlano, Penelope.
Kaleidoscopic Wave, component A, view
into skylight, 2017.

Figure I-32. Forlano, Penelope.
Kaleidoscopic Wave, component A,
delivery to site, 2017.

Figure I-33. Forlano, Penelope.
Kaleidoscopic Wave, component A, opening
to skylight, 2017.
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Figure I-34. Forlano, Penelope.
Kaleidoscopic Wave, component A,
installed, 2017.

Figure I-35. Forlano, Penelope.
Kaleidoscopic Wave, component A,
installed, 2017.

Figure I-36. Forlano, Penelope. Kaleidoscopic Wave, component B assembled, inside
view, 2017.
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Figure I-37. Forlano, Penelope. Kaleidoscopic Wave, component C assembled, inside
view, 2017.

Figure I-38. Forlano, Penelope. Kaleidoscopic Wave, component D and E assembled in
factory, 2017.
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Figure I-39. Forlano, Penelope. Kaleidoscopic Wave, component F and G assembled in
factory, 2017.

Figure I-40. Forlano, Penelope. Kaleidoscopic Wave, component G being installed,
component F installed, 2017.
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Figure I-41. Forlano, Penelope. Kaleidoscopic Wave, component F, being installed, 2017.
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Figure I-42. Forlano, Penelope. Kaleidoscopic Wave, fully installed, with protective
covering still in place, 2017.
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Figure I-43. Forlano, Penelope. Kaleidoscopic Wave, completed, 2017. Forlano, 2017.
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Figure I-44. Forlano, Penelope. Kaleidoscopic Wave, completed, 2017. Forlano, 2017.
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3. Marri-Kingia past
The following are progress and final images of the Marri-Kingia Past series of
installations at Byford Secondary College.

Figure I-45. Forlano, Penelope. Render of proposed Corten screen, 2016.

Figure I-46. Forlano, Penelope. Corten
screen in construction, 2017.

Figure I-47. Forlano, Penelope. Corten
screen being installed, 2017.
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Figure I-48. Forlano, Penelope. Overall design of Marri Healing soffit, 2017.

Figure I-49. Forlano, Penelope. Detail of design translated into perforations for Marri
Healing soffit, 2017.

Figure I-50. Forlano, Penelope. Final installation view of balustrade, photo by Douglas
Mark Black, 2017.
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Figure I-51. Forlano, Penelope. Final interior view of facade, photo by Douglas Mark
Black, 2017.

Figure I-52. Forlano, Penelope. Final exterior view of facade, photo by Douglas Mark
Black, 2017.
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Appendix J

Background information on For now,
For All-ways

Various fixing methods were explored prior to finalisation of the rope lashing detail for
the FNFA. Proprietry Clamex P-14 Detachable connecting fitting from Lamello, was
trialled. The fitting enabled replacement of parts; however, male and female parts
limited this flexibility, disassembly was physically difficult, gaps often appeared at the
mitred join, and fittings may in the future become obsolescent. The below images
document the abandoned trial.

Figure J-1. Forlano, Penelope. ‘Clamex’ test, 2017.

Initial testing with lashing proved more promising as tension could be easily achieved by
a consumer without specialised skills or tools. A 3mm diameter nylon cord, preferably
tightly woven such as that available at hardware or sailing stores (see Figures J-12 and
J-13). The detail also allows for colour modification over time if desired, at low cost and
easy availability, enabling greater consumer choice and participation.
Further to the discussion in section 6.4, Figures J-1 to J-14 show development and testing
of the design, documentation and production process.
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Figure J-2. Forlano, Penelope. First lashing test with slots cut with hand-tools, 2017.

Figure J-3. Forlano, Penelope.
Alternative cord trial, 2017.

Figure J-5. Forlano, Penelope. CNC
slot test, 2017.

Figure J-4. Forlano, Penelope. ‘G Code’ for CNC
machining of slots, 2017.

Figure J-6. Forlano, Penelope. Sealing plywood,
2017.
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Figure J-7. Forlano, Penelope. Panels routed and sealed, 2017.

Figure J-8. Forlano, Penelope. Digital printing layout for the FNFA project, 2014.
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Figure J-9. Forlano, Penelope. Example of drawings for compositions based on
interview responses, 2016-2017. FNFA project.

Figure J-10. Forlano, Penelope. Example of stain and engraving, 2017.
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Figure J-11. Forlano, Penelope. Example of applied stain made from Eucalyptus leaf,
2016.
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Figure J-12. Forlano, Penelope. Final engraving pattern (for two 370 x 370 panels), 2016-2017.

281

Figure J-13. Forlano, Penelope. Final engraving pattern (for two 370 x 370 panels), 2017.
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Figure J-14. Forlano, Penelope. Final lashing tests, 2017.

Figure J-15. Forlano, Penelope. Example configuration, 2017.
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