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Abstract 

In this exegesis I outline a practice-led project I undertook in response to research 

indicating that craftspeople and designers receive low financial return for their 

creative work, compromising the financial sustainability of their endeavour (Throsby & 

Hollister, Dont give up your day job, 2003).  It is structured in two parts. Part 1 is 

comprised of chapters 1, 2 and 3. There I have identified important frameworks which 

have the potential to support financially sustainable practice. These include the 

market - domestic and international, opportunities beyond the object, enterprising 

linkages to manufacturing firms, computer driven technologies CDTs and economic 

change.  

In part two, I reveal the practical steps I took to reconcile those frameworks with my 

own practice. The exegesis details how I have recast my creative practice to 

encompass new products: from a foundation in the crafts, through the development of 

skills in using new technologies, to establishing enterprising linkages with 

manufacturing firms. I demonstrate that financially sustainable practice can be 

fostered through local collaborative partnerships and that market opportunities exist 

for products that are locally designed and made enabling me to nurture a financially 

viable practice. The research was focussed by two aims and two objectives: 

Aim 1: To determine the key characteristics of a financially sustainable SCDP. (What?) 

Despite the difficulty in achieving a financially sustainable studio based craft and 

design practice, a wide range of approaches were identified as contributors to that 

aim. Consideration was given to the key determinants commonly found to be features 

of sustainable practices, in particular with regard to technology use, collaborative 

networks and enterprising approaches. 

Aim 2: To establish a financially sustainable SCDP in Australia. (How?) 

The key characteristics of a sustainable practice identified in aim 1 informed planning 

toward the recasting of my existing practice, which was required to establish financial 

sustainability. 

Objective 1: To establish a model of financially sustainable SCDP through technological, 

cultural, commercial and social linkages. (Case study) 
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Practice-based research methods are the modes through which the project was 

developed. This process involved a practical investigation of appropriate, viable and 

ultimately locally achievable ways to design, manufacture, market and distribute a 

product or series of products that provide the basis for a sustainable SCDP. 

Objective 2: To identify general attributes of sustainable studio based craft and design 

practice that may achieve a wider application in Australia - i.e. common linkages 

profiles. (Evaluation) 

The linkages that were identified to support a sustainable practice included those 

existing between manufacturing firms, markets, enterprising approaches and the use 

of digital technologies. However, equally significant, are federal policy platforms, 

including innovation policy and cultural policy, and the impact of complex economic 

and social shifts on SCDP.  

In conclusion, this document argues that sustainable models of studio base craft and 

design practice are achievable and exist in a complex, challenging and rapidly changing 

environment. The research also identifies that the most powerful agents in 

determining the sustainability of one’s practice are the practitioners themselves. 
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Crafting Designs on Wealth: A model of financially 

sustainable studio based craft and design practice. 

This research project seeks to establish a financially sustainable model of Australian 

Studio based Craft and Design Practice (SCDP) through strategic linkages to emerging 

opportunities in economic, political, social, cultural and technological frameworks.  

Chapter 1: Introduction 

Research aims 

Studio craft and design practice (SCDP) in Australia is well established. It involves 

numerous professionally trained practitioners and is actively consumed by a 

sophisticated audience. As an industry, it features a variety of approaches, techniques 

and interests amongst both its ‘producers’ and equal levels of nuance and 

sophistication within its ‘consumers’, albeit a niche market segment.  The profession is 

described by Cochrane not only to involve traditional studio based or workshop modes 

of practice that have traditionally typified crafts practice, but also connections to the 

fine arts, design, industry, new technologies and business or enterprise (Cochrane, 

1992, p. xvii).  

Other important industry structures include a strong tradition of SCDP education and 

research in many Australian tertiary institutions. The crafts are supported through a 

network of professional advocacy bodies in all states and collected by Australian 

cultural institutions. In addition, many craftspeople are supported to do their work 

with funding from Government organisations such as the Australia Council for the Arts.  

Despite the sophisticated industry framework described, it remains extremely difficult 

for Australian craftspeople to earn an income from the work they produce. Throsby 

and Hollister (2003) have determined that median creative income of craftspeople at 

the time of their report was just $8,200. Their fifth report in a series of economic 

studies of professional artists (including craftspeople) in Australia is currently being 

conducted and will provide an important and timely update to these figures. However, 

nothing indicates that the situation has improved dramatically in terms of income 

levels of craftspeople since the last study conducted in 2003. 
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The low income earned by craftspeople raises the issue of the financial sustainability of 

studio based crafts practice. The work produced by craftspeople holds intrinsic value 

as indicated by the extensive industry frameworks described above. Many are 

sustained by some form of government funding, yet achieving an independent 

financially sustainable position for individual practitioners and the industry itself 

remains a problem that has not been resolved. This research has sought to develop a 

financially sustainable model of craft practice. This has proceeded in a practical applied 

manner to achieve an outcome that is calibrated to the immediate context in which it 

is located. In this way, the model developed will reflect realistic and sustainable 

linkages to economic, cultural, social, technological and political structures that 

collectively anchor it in a sustainable position.  

Terms 

It is important to clarify terms that are central to the discussion. ‘Sustainability’, unless 

otherwise stated in the text, refer to financial sustainability. I have chosen to refer to 

the discipline in which the research is located as ‘studio based craft and design 

practice’ with the acronym SCDP, when appropriate. The discussion that follows will 

support this choice. I have included the word ‘design’ in addition to ‘craft’ to define the 

disciplinary location of the research for a couple of reasons.  

Firstly, it describes ‘the problem-solving process that designers do in the production of 

manufactured goods’ (Cochrane, 1992, p. 82). The production of manufactured goods 

is an important component and objective of this research and the linkages that achieve 

it are my specific focus. 

Secondly, the word ‘design’ is frequently associated with studio craft practice. It is 

increasingly used by craft advocacy bodies, funding authorities, education and 

research programs, and craftspeople in Australia (Cochrane, 1992, p. 105). It is linked 

to the rising commercial awareness, pressures and opportunities for arts and cultural 

policy generally (Cunningham, 2002, p. 34). Extended terms such as ‘designer-maker’ 

and SCDP arose when the domination of a singular focus on craft as art waned and 

returned to broader notions of practice; in particular, renewed interest in Australia for 

the place of production work and commercial imperatives during the late 1970’s 

(Cochrane, 1992, p. 105). 
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Disciplinary framework 

What is SCDP 

Both ‘craft’ and ‘design’ are equally good at evading definition. Their meaning has 

proven mutable and pluralistic as they have become many different things to many 

different people over time.  In the context of this project, each term is defined before 

discussing the use and value of the singular extended term SCDP. 

Craft 

Greenhalgh describes the development of the meaning of craft as evolving over two 

and a half centuries, yet he explains that ‘the constituency it is now used to represent 

is far younger’ (Greenhalgh, 1997, p. 25). The constituency that Greenhalgh refers to 

emerged in the later part of the 19th Century in Britain. By the turn of the century it 

was a fully fledged international movement termed the ‘Arts and Crafts Movement’. 

Greenhalgh explains that at the time, the term craft ceased to exist solely as an 

adjective. For example, it was tied to political skill and manoeuvring or other world 

knowledge including witchcraft and the secretive ‘ways’ of the freemasons ‘craft’.  It 

had shifted and become a noun to describe a collective of activities and practices that, 

in their diversity, shared several common threads of concern. Greenhalgh describes 

that; ‘It would not be an exaggeration to say that craft was invented at this time, in the 

sense that there came into being a generally recognised sense of craft as a thing in 

itself’ (Greenhalgh, 1997, p. 36). 

Dormer is sceptical about finding a narrow definition for craft. In his chapter, ‘Salon de 

refuse?’ for the text, Culture of craft, he offers two definitions he believes reflect those 

presented by the numerous contributors. His first definition is based on grouping of 

approved or certified ‘studio crafts’ that designate craft, providing a ‘craft is’ kind of 

definition; 

...craft means ‘studio crafts’ covering everyone working with a craft 

medium. This includes producers of functional ware as well as abstractionist 

sculptors working in textiles, clay or glass (Dormer, 1997, p. 7). 

The second of Dormer’s definitions has an aspect that takes account of the 

craftsperson’s participation in the process as an active, knowledgeable and knowing 
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agent in the practice, highlighting the fact that craft is an intellectual and tacit activity. 

Dormer wrote; 

...craft means a process over which a person has detailed control that is the 

consequence of craft knowledge (Dormer, 1997, p. 7). 

In the local context, independent Australian historian and writer, Noris Ioannou, 

provides a useful definition of the discipline in his book Masters of Their Craft. He 

describes craft in the following manner; 

Craft is... defined in this book as a set of related though diverse practices 

which reaffirm tradition-based handskills and techniques, yet embrace new 

technologies and tools; focus on particular categories of materials, yet are 

responsive to new media; result in functional and/ or decorative or 

expressive items; retain an awareness of the traditional and the historical, 

yet pursue the innovative; and always, celebrate the creativity of the 

individual (Ioannou, 1997, p. 8). 

Ioannou’s definition, like the others, fails to capture the full diversity of practice 

required for a singular definition of the field. Interestingly, his definition makes no 

mention of a social, political or moral dimension that was central to the motivation for 

the emergence of the modern crafts movement, particularly during its height at the 

turn of the 20th century, under the stewardship of its luminaries and chief proponents 

Morris and Ruskin. Also, the absence of any reference to work or commercial 

imperatives in Ioannou’s definition of craft represents a shift away from ties to 

commerce that were an important element of the discipline at its inception. This 

explains why as a research objective, a sustainable model of practice must consider 

craft as part of an extended term that emphasises and accurately reflects a desire for 

conducting a sustainable practice. In the contemporary setting, design is universally 

understood to have a commercial mindset and, for this reason and others that are 

outlined below, it will join craft in defining the location and focus of this research. 

Design 

According to Greenhalgh, design describes a profession or discipline, mental or 

cognitive problem solving process, and an artefact that is the symbolic representation 

of a plan or schema to realise an outcome. The term originated from the Italian (Latin) 

disegno, the word for drawing (Greenhalgh, 1997, p. 39). The Design Institute of 

Australia (DIA) is a professional organisation for the support and promotion of the 
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design profession. Their website provides a definition of design and what a designer 

does, emphasising a commercial focus that is important to this research and in 

particular, highlights the responsibility of designers for accountability to ‘objective’ 

requirements. These include timelines, costing and the bottom line of clients which are 

not generally the central concern of contemporary studio crafts practice. Subjective 

requirements of design include, ‘fashion, human behaviour, emotion and cultural 

influences’ (DIA, 2009).  

Design in itself does not describe adequately the disciplinary location of this research. 

The research project described is not undertaken on the basis of a client brief; it is not 

subject to a timeline or bottom line imposed by a client. Instead, the development of 

designs or pieces occurs in a manner that draws from an independent studio based 

craft tradition that is clearly different. Yet it is metered by the consideration of criteria 

that are drawn from the ‘industrial’ design sector, when appropriate. Thus, like ‘craft’, 

the word ‘design’ on its own is in many ways inappropriate to define the disciplinary or 

scholarly location of this research project. 

Bridging the disciplines craft and design 

The shortcoming of both words craft and design is largely overcome through their 

combination in the connected term and acronym Studio based Craft and Design 

Practice (SCDP).  

Craft is important in the connected term as it recognises the central role that is played 

by studio craft, specifically the discipline of Gold and Silversmithing which provides the 

basis for the approach brought to the research. This is reflected through my method of 

problem definition and solution and the particular types of fixation that are hardwired 

into the way I have conducted the research. Fixation has a powerful influence on 

design process that can either assist in innovation and mastery, or equally lead to 

conservative solutions (Cross, 2006, pp. 104-115). For example, this could manifest in 

the scale of objects produced, materials used and approaches brought to constructing 

objects.  It also brings attitudinal bias that is reflected in the manner that judgement is 

exercised with regard to aesthetics, proportions, decorative elements or notions of 

quality. These can be thought of as short hand methods for problem framing described 

by Cross as often identifiable in the approach of engineers and architects among 
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whom, ‘...fixation seems to be found often amongst highly creative individuals’ (Cross, 

2006, pp. 104-105).What I have described are ways of working that have been 

acquired and learnt over time as preferred modes of practice reflecting training and 

experience in the discipline of gold and silversmithing. These represent an inescapable 

part of what I bring to resolving the research aims and objectives. For this reason my 

discipline and the general approaches of SCDP strongly define the location of this 

research. 

The central motivation of this research is to identify an independent sustainable model 

of SCDP, a position Throsby and Hollister (2003) have established as difficult to achieve 

in the Australian context.  

Dormer explains that the studio crafts are less socially driven relative to design as it 

does not principally consider consumers. He argues that the studio crafts are prone to 

an ‘inwardlookingness because so many claim to be making (and designing) for 

themselves’ (1997, p. 12). Dormer draws attention to the frequent tendency of crafts 

practitioners to shun links to markets and industry in favour of personal creative 

expression. Dormer explains that this choice plays a powerful role in determining their 

financial sustainability; 

A designer who does not seriously consider whether other people will 

respond as he or she does to a given design is probably gambling with 

unemployability. Meanwhile, being unemployable is one of the 

characteristics of the majority of those practicing studio crafts, which is why 

there are so few links between them and industry (or architecture) 

(Dormer, 1997, p. 12). 

According to Dormer, design must be understood to play a role in combination with 

studio based craft approaches in order to achieve a creative sustainable studio based 

practice. Design as a discipline holds studio craft practice to account for its position by 

looking to wider spheres of concern than pure expression of creativity and critically 

asking ‘do you matter’? Only if the answer is yes, will I have charted a path to 

sustainability. On this basis, ‘Studio Craft and Design Practice’ will define the location 

of research.  
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SCDP in Australia today 

State of play 

The brief discussions on craft and design introduced above, hint at the complex 

historical lineage of what is described as SCDP. I will trace a brief historical account of 

the Arts and Crafts and their dissolution into the distinct disciplines of industrial design 

and studio crafts in the early 20th century in chapter 3. Here I am interested in 

providing an outline to the contemporary setting for the discipline as a framework to 

this research. 

The recent historical bias of the crafts movement toward a detachment from 

commercial opportunities - that arose early in the 20th century and survives until this 

day - is of course a generalisation, among a wide range of approaches brought to the 

field. In fact, it has been observed that relatively recently the facets of the crafts have 

begun to reconsider earlier notions of production, commerce and manufacture that 

were identifiable at the birth of the Arts and Crafts movement in the later quarter of 

the 19th century. This re-evaluation in the contemporary Australian setting is identified 

by Cochrane to have occurred in the late 1970s and early 1980s (1992, p. 105). I would 

assert that it has gained additional momentum since that time and is evidenced in a 

number of ways, including high profile exhibitions such as; Smart works: design and 

the handmade staged at the Powerhouse Museum in 2007 and Freestyle: New 

Australian design for living staged at the Melbourne Museum and other venues in 

2006/2007. Each presented Australian craft and design as existing in an increasingly 

sophisticated commercial marketplace and provided insights to the approaches taken 

by Australians pursuing creatively engaging and sustainable professional models of 

SCDP. 

Challenges and opportunities 

The challenges and opportunities for the conduct of sustainable SCDP that are external 

to the normal scope of the discipline’s influence will be discussed later; however, those 

within the immediate influence of the discipline are the focus of this section. 

The challenge faced in identifying a sustainable model of SCDP is starkly illustrated by 

Throsby’s (2003) (1994) (1989) series of economic studies of professional Australian 

artists. These have consistently shown that artists, including craftspeople, are in a 
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difficult financial position. In fact the income of craftspeople, derived from arts related 

work, has fallen by 10.75% over the decade from which the first three economic 

reports were collated. In 2003, the  latest report in the series puts the mean income 

from ‘arts based work’ for Australian studio based craftspeople at just $23,300 per 

annum; this is concerning when compared with the average full-time adult earnings in 

2003 totalling $51,298 (Australian Bureau of Statistics, 2004). 

If the profession is to achieve a sustainable profile, then it needs to identify and 

overcome the issues that currently prevent it from doing so. Undoubtedly this will 

involve recasting SCDP to achieve wider relevance and, in the process, a greater 

market based source of sustainability. There is a view that during the 20th century the 

studio based movement has developed an innate or entrenched culture of 

dysfunction. It is argued that this issue of dysfunction emerged not long after the 

movement hit its stride at the turn of the century, when it enjoyed considerable levels 

of commercial success. Greenhalgh (1997, p. 36) explains that by the end of the war 

the movement had lost its direction, ‘dwindled and declined’, a  perspective shared by 

20th century historians of architecture and design who ‘depict craft as the forebear 

that lost its way by the time of the First World War’ (1997, p. 43).  

The Design Institute of Australia (DIA) website provides evidence that this perspective 

on the studio movement persists as a fundamentally flawed discipline. In a posting 

under reports titled;  A way forward for industrial designers, Robertson suggests that 

for industrial design- which Greenhalgh explains diverged from the crafts most 

comprehensively in the 1920s (1997, p. 40) - there is little advantage to be gained 

through association with the arts mentality and with its applied arm the studio crafts. 

Robertson argues that ‘...design businesses will need to set aside any lingering arts 

mentality of waiting for others to grow the market or hoping for government 

intervention’ (DIA, reports, 2009). The points of view expressed demonstrate that an 

honest re-evaluation of the discipline and of my own practice were essential 

contributors to the research objectives.  

An area of particular weakness in Australian SCDP is the inability to recognise the value 

of linkages with industry and markets. The deficiency is highlighted by Ballenger who 

states that, too often Australian practitioners do not have the skills to benefit from 
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their intellectual property and sometimes are uninterested in doing so (Ballinger, 2006, 

p. 2). 

The point raised by Ballinger highlights some of the core issues that this research is 

setting out to address, including the need for increased skills and a re-evaluation of 

attitude toward models of practice. This research is premised on the notion that SCDP 

is a valid and valuable practice. The motivation to reconsider its operational profile is 

conducted with respect for its traditions, approaches and sensibilities. The research 

negotiates new considerations and potentials into the discipline and, at the same time, 

revisits aspects of the practice that have been omitted or fallen out of favour over 

time.  

SCDP has always demonstrated a dynamic and shifting profile as practitioners have 

embraced various technologies, approaches and concerns into their practice to achieve 

creative and practical objectives. The aim of this research requires that enterprising 

approaches are brought within practice with particular consideration to the following 

aspects; 

 Intellectual Property protection 

 Legal  and contractual arrangements with manufacturers and distributors  

 Compliance to State and Federal laws and taxation requirements  

 Full Insurance including professional indemnity and public liability 

 Market evaluation and research 

 Collaborative approaches to design with both manufacturers and  consumers  

 Development of branding collateral  

 Packaging  

 Marketing  

 Venture capital  

 CAD, CAM, ICTs including web sites, blogs and e-commerce 

These elements were identified to be important to an enterprising approach in the 

disciplinary literature. Incorporating these into my own practice has required access to 

professional development opportunities, formal education and to the resources and 

expertise from industry support institutions and organisations. These have included; 

Springboard: Enterprise for designers program (Stage 1 and 2), conducted by 
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Australian Design Unit with support from The Australian Council for the Arts and 

AusIndustry, The Wagga Wagga Business Enterprise Centre, and through business 

mentoring provided in partnership between the National Australia Bank and Business 

Enterprise Centres Australia.  
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A brief outline of my SCDP profile 

SCDP as a creative endeavour is, like many disciplines in the arts, a highly personal 

affair that demands significant emotional investment from the practitioner. It is 

important to recognise the personal dimension that I bring to this research as it 

undoubtedly has had an influence on the area of focus, the processes and the 

outcomes.  

This connection between practitioners and their discipline arises as a consequence of 

the intimate relationship established during the period of training to establish fluidity 

between maker and their medium. The materials, tools, processes and vernacular 

forms through which many studio based craftspeople and designers speak, provide the 

language with which it is possible to express both universal and personal visions. 

Cochrane suggests that the ties that bind practitioners to outcomes remain 

independent of approach and of the manner in which the final product is realised. She 

explains that...‘material experiences do lie behind the creative process, whether 

invested in one person or as a result of collaboration between an artist, craftsperson 

or designer and skilled people in industry’ (2007, p. 12). 

This is an important point. It suggests that studio craft and design products, be they 

one-offs for exhibition or production work with commercial intentions, are able to 

maintain integrity to their intentions outside the studio setting, even if this is achieved 

through collaborative working arrangements with industry. This is obviously an 

ideologically and technically appropriate avenue for achieving a sustainable model of 

practice which is the overriding objective of this research. 

My own training and initial experience as an emerging professional designer-maker did 

not prepare me for this diversified vision of practice. I was trained to produce one-off 

idiosyncratic works that were squarely directed at teaching specialised studio craft 

manufacturing skills, personal approaches to creative expression and general problem 

solving. Little in my initial training prepared me to work with industry or to understand 

the creative and strategically sustainable opportunities that may be on offer. Also, it 

failed to prepare me for collaborative notions of practice and to provide opportunities 

to develop the understanding and skills necessary for working within a market.  
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Understandably, my practice to date has been dominated by the production of one-off 

works hand manufactured in the studio environment. These have generally been 

produced for a gallery audience, yet have maintained an eye on the potential of 

linkages with markets through manufacturing. This commercial vision or interest is 

evidenced by the fact that many of the works that I have produced and exhibited over 

the years were referred to as prototypes. While most of them remain functional 

prototypes and have not entered production to date, the F!NK Bracelet is in its 

eleventh year of continuing production by the Australian company F!NK & Co.  

 

 

Figure 1: F!NK Bracelet (clear anodised) image extract from F!NK & Co product 
catalogue. 

 

At the same time, I have maintained an interest in developing works through the 

medium that focus on artistic or creative ideas. This aspect of my practice provides me 

with opportunities for experimentation without the need for considering external 

criteria, as one does when designing for commercially oriented production. In this way 
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I have the opportunity to experiment and work loosely to achieve outcomes that are 

not only creatively and expressively successful and rewarding to my practice, but 

which also provide occasional opportunities for ‘breakthroughs’ or ‘incremental 

innovations’.  These can be channelled through more commercial streams of 

application than the purely cultural commodities that target gallery audiences. 

It was the aim of this research to consolidate my practice in a way that accommodated 

and encouraged the diversity within it to achieve its creative and innovative potential 

as a sustainable practice.  This aim was approached with the view to harnessing the 

value of my creative content as intellectual property through linkages to 

manufacturing and strategic market channels. These threads are observable in the 

body of work presented for exhibition and assessment and which, together with this 

thesis, constitute my submission for the award of PhD. 

Motivation for change  

The motivation to undertake research that addresses the weak financial position of 

many studio based craft and design practitioners has three dimensions; these can be 

identified as having personal, scholarly and professional or industry based motivations. 

On a personal level, I can corroborate the experience documented in the series of 

reports previously cited from Throsby (1989); (1994); (2003) that describe the low 

levels of remuneration to all artists. I am yet to make an income beyond $2000 within 

a financial year from SCDP, or from what Throsby would refer to as core creative 

practice. This is despite having had numerous exhibitions and maintained an active 

profile in the ‘industry’ for the last decade. Supplementary income derived from 

teaching has been particularly important to me in providing a means to meet the cost 

of living. Based on Throsby’s figures from the report, Don’t Give up Your Day Job (2003, 

p. 45), craft practitioners earn 36% of their income from sources other than creative 

income. Throsby’s figures indicate that the income that I have achieved to date is well 

below that of my colleagues who themselves are in a difficult position. 

This research is motivated to identify why that is the case, to determine a strategy for 

change and to take the practical steps of implementing that strategy.  Following that, 

the outcome is evaluated and any general elements with value to the wider 

contemporary SCDP movement are identified. 
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I have raised the fact that my own SCDP was thrown open to reassessment in the 

process of research, and that it has enabled me to consider entirely new approaches to 

practice. This has included access to industrial manufacturing technology, which while 

not foreign to SCDP, is a very different approach to what I would typically pursue in my 

own studio or workshop environment. Apparent in that transition is that industrial 

manufacturing technologies and industries are plugged into and sustained by the 

wheels of enterprise and markets- one goes with the other. In this way, motivation to 

work with industry achieved new creative potential and the opportunity to consider 

the wider implication of industrial scale production, including volume and the 

entrepreneurial approaches to SCDP that had previously been so elusive. 

On a scholarly level, the research is driven by the desire to elevate the status of the 

discipline. Relative to the more mature disciplines such as literature, medicine or 

economics, the studio crafts and design are in the early stages of establishing a 

scholarly body of knowledge. Theoretical discourse, essential to critical reflection and 

change in the discipline ‘has only swirled in eddies around its edges’ (Thackara, 1988, 

p. 7). 

The motivation to undertake this research has a clear personal dimension tied to a 

sound scholarly rationale: a rationale drawn from the desire to contribute new 

knowledge that responds to a knowledge gap identified in the literature and ‘artistic 

audit ... [providing] ... a more layered and rich analysis of the contexts of practice’ 

(Haseman, 2006, p. 8). All indications drawn from those scholarly processes highlighted 

the need for practice-based research into sustainable models of practice. The 

literature and other sources emphasised that few studio craft and design practitioners 

have the capacity to ‘truly benefit from their innovation’ (Ballinger, 2006, p. 2). The 

motivation was to develop a sustainable model of SCDP within a scholarly framework, 

together with connections to industry and enterprise requiring a collaborative 

approach to research.  

On a wider professional and industry level it has been important to undertake research 

that develops and presents authentic sustainable models of SCDP. The Australia 

Council for the Arts, Creative innovation strategy (2006, p. 6), has identified ‘New 

pathways to commercialisation’ and ‘new mechanisms for the commercialisation of 
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creative arts’ as vital to the strategic position of the industry. The same report has 

identified specific initiative programs that included its own Maker to Manufacturer to 

Market (MMM) as forging ‘pathways’ through the provision of critical, entrepreneurial, 

venture capital and skills development opportunities to individuals. The MMM 

program has since been discontinued; however, it provided support to three craft and/ 

or design practitioners annually to commercialise a product idea and to take it to 

market. 

Numerous recommendations in the literature call for research within the humanities, 

arts and social sciences sector (HASS) encompassing SCDP. These call for the 

development of linkages between the creative sectors and the commercialisation of 

content from a variety of angles including; 

 promoting the benefits of commercial activities to researchers 

 promoting the value to industry of commercial partnerships with HASS 

 gaining a better understanding of commercialisation in the HASS 

 sector though further studies 

 publicising the value and significance of HASS research to the public, 

 industry, government and researchers through the media 

(Gascoigne & Metcalfe, 2005, p. 33). 

The literature clearly points to the need for models to be developed that provide 

practical exemplars of innovative approaches for creative content commercialisation. 

The literature has established that successful models exist through connections 

between creative practice, research, and industry and government policy. In the 

process, social, cultural and economic benefit is realised from the dissolution of these 

traditional silos of activity. The various connections or linkages to be introduced in the 

following section tap the unrealised potential of creative capital inherent to the SCDP. I 

will establish the sector’s value as a source of innovation and collective wealth, both 

within the creative sector, and as a critical and increasingly important element to the 

national economy. In the process this will chart a profile capable of achieving a 

sustainable model of SCDP. 

 

 

 



23 
 

The problem set (emergent opportunities and challenges) 

Opportunities 

To this point, I have discussed the research task to establish a sustainable model of 

SCDP principally from within the discipline. This has identified important internal 

concerns, stressing the need for work to be done that leads to a sustainable model of 

SCDP. The previous section explored the motivation for change and identified the need 

to reconsider the internal structure of my own practice. It concluded by identifying the 

importance of linkages to emerging opportunities that are outside the discipline, but 

significant considerations if I were to achieve the research objectives.  This section will 

identify those linkages and introduce them to the context of this research. 

The commercial, cultural and social value of the creative sector- of which the SCDP is a 

core contributor - is being progressively recognised by both governments and 

businesses. This increased awareness of the value of the creative sector represents an 

opportunity to SCDP. Awareness generates a willingness and incentive for support and 

encourages connections between sectors and segments of the industry and the wider 

economy. The creative sector was assessed by a recent report published by Cultural 

Ministers Council Creative Economy Roundtable in the following way; 

...the Australian creative workforce totalled almost 487,000 people in 2006, 

the salaries and wages of whom were almost $28 billion, representing 7 per 

cent of the earnings of the total Australian workforce that year (2008, p. 5). 

The creative sector is being assigned an increasing role in the economy on the basis of 

its rising commercial significance.  The ‘cultural’ significance of the creative sector is 

being expanded to include an alternative vision of creativity, tied to the commercial 

significants of the sector. The creative and cultural sector, in light of increasing 

commercial footprint and ties to commercial channels, is now recognised as a driver of 

the ‘creative industries’, a term first used by Cutler in his Commerce in Content Report 

(1994, p. 2). 

A concise and recent government definition is provided by the Queensland 

government creative innovations strategy. It states that creative industries are those 

industries which are; 
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...focussed on linking creativity with commercial markets: these industries 

use creativity as their source of value, generating ideas into new intellectual 

property and then commercialising that IP in innovative ways’ (Higgs, 

Cunningham & Pagan, 2007, p. 4). 

SCDP, as I have stated, makes a valued contribution to the emergent creative 

industries. This position is supported by Higgs, Cunningham & Pagan (2007), who write 

that architecture, design and the visual arts are characteristic of those engaged in ‘the 

production of a major grouping of creative outputs’ (2007, p. 20). 

As the creative industries become increasingly sophisticated and consolidate their 

position through linkages to the arts, creativity and design, and commercial market 

channels and government, it is steadily establishing a role as one of the ‘main drivers 

of growth’ (Cultural Ministers’ Council, 2008, p. 55) and as such a commercial force in 

itself frequently referred to as the ‘creative economy’. 

The emerging creative industries and creative economy are important to recognise in 

the context of this research. They offer a positive operational context for developing a 

sustainable model of practice. This emergent prospect is defined, described and clearly 

articulated by a wealth of literature; it is supported by increasing publicly funded 

resources, policy, initiatives and collaborative opportunities as well as privately funded 

commercial arrangements. For craftspeople and designers, incorporating these 

developments effectively into practice requires a considerable investment of time and 

resources. Yet it is also a way to achieve new creative potentials, professional 

development outcomes and commercial advantage. On an industry level, it provides a 

chance to raise the status of SCDP as a discipline and profession and, in the process, 

bringing it into wider circles of relevance and significance through linkages to new 

markets and manufacturing firms. 

Computer driven technologies 

Digital technologies have an important influence on the way that SCDP is conducted. 

This brief introduction will flag its role and withhold detailed examination, until it is 

appropriate to the larger discussion.  

Early in the practical attempts to progress the research, the importance of sharing a 

common language with industry was realised. This arose as a result of attempts to 

provide handmade or manually machined prototypes to establish functional 
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understanding and to negotiate the complex linkages to potential manufacturers of 

the designs. Attempts at working in this way reflect my initial training and considerable 

professional experience as a gold and silversmith, and yet it was an approach that did 

not mesh with the digital mode operating in most manufacturing firms. Digital design 

platforms have become the language of manufacturing industry, almost entirely 

displacing manual approaches to prototype and tooling development. In response, I 

learnt to use the Computer Aided Design (CAD) program Rhinoceros: 3D Nurbs 

Modelling™. This provided the language required to converse with industry.  

CAD and Computer Aided Manufacture (CAM) have provided a new approach to design 

development enabling faster modelling, more effective evaluation and increasing 

efficiency in resource use including time and materials. It has also provided access to 

the potentials of rapid prototyping including additive and reductive approaches. CAD 

has served to complement the skill set I had developed as a craftsperson, bringing 

exciting new ways of working. 

Beyond design and manufacture, the CDTs enable new business models to be 

considered. This has particular relevance to establishing a sustainable profile. SCDP has 

always had connections with external services providers such as metal spinners, 

polishers or stone setters for example.  Through CDTs, the studio craftsperson and 

designer are now able to develop more comprehensive relationships with what Florida 

describes as ‘creative factories’ (2002, p. 52) that undertake the manufacture and 

assembly of the design, as specified digitally on behalf of the enterprise or SCDP. The 

designer is then free to market the product and effectively ‘brand manage’ its 

operation as an SCDP entrepreneur. This ‘modular approach’ (Florida, 2002, pp. 52-55) 

to manufacturing may not represent the desired singular profile of SCDP; however, it 

has the potential to make a meaningful contribution to a sustainable profile amongst a 

diverse practice that may also encompass one-off or commission work that is 

produced through more ‘traditional’ approaches in the studio setting.  

Information and communications technologies (ICTs) also provide new opportunities 

for marketing and sales of products and will be briefly explored within the literature 

review. A comprehensive investigation of CDTs is provided in chapter 3. 
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Opportunities ‘beyond the object’ 

SCDP has the opportunity to achieve greater relevance than it currently does through a 

specific focus on styling, material, manufacturing and markets. The basis of this 

opportunity has been described as having a social, environmental and moral 

motivation. This was highlighted by Victor Papanek who describes the importance of 

design as the ultimate interface that constantly looks for natural connections in 

constructing the ‘scenarios of the future’. He wrote that design provides the 

‘underlying matrix of life’ (1972, p. 268). 

Papanek’s work came in the wake of Buckminster Fuller’s (1969) Operating Manual for 

Spaceship Earth, in which Fuller argues that design ‘beyond the object’ offers potential 

systemic forms of innovation that enable us, as practitioners, to think beyond the 

scope of what we perceive to be our designated area of professional specialisation. 

This is an argument that challenges us to consider a wider connected view of our 

practice and actions. He wrote; 

We begin by eschewing the role of specialists who deal only in parts. 

Becoming deliberately expansive instead of contractive, we ask, ‘How do we 

think in terms of wholes?’ If it is true that the bigger the thinking becomes 

the more lastingly effective it is, we must ask, ‘How big can we think’ (Fuller 

R. B., 1969, p. 67)? 

Fuller and Papanek’s vision provide design with the possibility to achieve a strategic 

and authorial planning role within contemporary contexts. In this way the designer has 

the responsibility of orchestrating the development of comprehensive solutions that 

achieve appropriate balance between the technologically possible and the socially 

desirable (Morelli, 2006, p. 3). This holistic capacity of design and SCDP to synthesise 

economic, social, cultural and technological influence into products and systems has 

implications for the value that SCDP is accorded.  

This research has identified the importance of recognising and working within the local 

operational context, encompassing economic, social, cultural and technological 

criteria. This is illustrated in the capacity for the outcome to contribute to a vibrant 

local community as well as to extended professional and industry communities. This 

networked perspective of SCDP as a conduit in Papanek’s ‘matrix of life’, positions 
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design as having the potential to serve as a agent of change, critical to collective 

sustainable futures and more sustainable as a practice and industry in its own right.  

Challenges 

Despite the various opportunities identified in the previous section, significant 

challenges need to be addressed when establishing a sustainable SCDP. This issue 

stresses the poor current status of the profession in terms of income profile as 

identified by Throsby and Hollister (2003). The following, briefly outlines those issues 

requiring consideration in the course of this research. 

Re-visioning individual practice 

Throsby identifies the need for skills development particularly in the areas of business 

skills, including marketing, promotion and legal understanding including intellectual 

property (Throsby & Hollister, 2003, p. 80). The lack of business acumen among 

‘artists’ is perhaps a consequence of poorly conceived or outdated educational 

programs as well as a lack of sufficient professional development opportunities made 

available to practitioners. Potentially this could also be the result of attitudinal issues 

endemic to that portion of the professional population drawn for the crafts, wherein 

the creative practitioner is often identified with individualist creative drivers as 

opposed to commercial market orientations (Dormer, 1997, p. 12). Regardless of the 

underlying cause, these issues present challenges that need to be redressed in 

progressing toward a sustainable footing. 

The need to increase cross sector collaboration and interdisciplinary 

collaboration 

I have identified that SCDP has been on occasion relatively inward looking serving to 

isolate the discipline from external developments and sources of influence. A 

sustainable model of practice must change that mindset and look to develop networks 

that benefit both the discipline itself and other sectors. The discipline has much to gain 

from and contribute to other sectors. Both its content and methods are of value, 

particularly the capacity for ‘linking seemingly disparate ideas’ (Australia Council for 

the Arts, 2006, p. 1). The creative professions generally do have a powerful capacity to 

synthesise new visions from clouded notions and it seems important that this capacity 

is brought to collaborative contexts. 
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This project demonstrates an variety of collaborative and cooperative approaches to 

research and problem solving. This encompasses creative cross sector collaborations 

with other industries including manufacturing, marketing, media and retailing sectors. 

Getting government on side 

This project has intended to provide a practical exemplar, demonstrating the value of 

embedding creativity within the innovation system through strategic linkages with the 

Australian manufacturing sector. The reason for that is to make a practical contribution 

in arguing for the expansion of support at a comprehensive policy level, to the arts 

generally and in particular to SCDP.  This position is put in light of the sectors’ capacity 

to make a substantial contribution to the economic, social, and cultural wealth of the 

nation. The research has demonstrated that this is achievable by simply extending 

existing potentials through incremental innovation, with collaborative partnerships 

that have the potential to foster highly competitive and sustainable design-led 

enterprises. 

Industry leadership 

Finding Australian manufacturing firms that recognise the value of design within their 

operation and who are willing to work with designers is a challenge. This fact became 

patently clear when I initially attempted to identify Australian manufacturing firms 

interested in supporting my research in a form of collaborative engagement. Too few 

understood the role design plays in establishing competitive advantage over both 

domestic and international competitors. This extends beyond styling and includes the 

potential for designers to play a larger role in the careful management of what 

Brunner, Emery, & Hall  (2009) refer to as the ‘customer experience supply chain’ 

(Brunner et al. 2009, p. 135). This is a design-led principle of providing a positive 

emotional reinforcement of a product or brand through every point of client-product 

interaction.  

Australian manufacturing firms must begin to incorporate design-led sources of 

innovation into their enterprises. Critically, successful design-led manufacturing 

businesses and/or collaborative enterprises must be encouraged to share their 

experience as leaders to their own industry segment.  
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Catrina Vignando, General Manager of Craft Australia explains that the status of the 

profession needs careful cultivation in a coordinated manner; 

We need to re-shape the public’s perception of this sectors’ dynamic 

practice and its capacity to lead in the development of new design, 

manufacturing and distribution models (Vignando, 2008, p. 2). 

This research actively provides the exemplar to argue that point; however, the issue of 

elevating the status of SCDP and particularly the value of design in the ‘industrial’ 

sense to mainstream consciousness will require a larger voice. Potentially it will need a 

new industry representative body in the form of a National Design Council. Despite the 

fact that many of our international competitors including Britain, Denmark, Hong Kong, 

India, Japan, Korea, New Zealand, Singapore, and Taiwan, have each a design council, 

Australia still does not. (Marsh, 2008, p. 6). 

Development of appropriate venture capital mechanisms 

During the research the importance of venture capital mechanisms arose. The 

development of new products and business models requires a large capital 

investment, and accessing it became a critical challenge within this research. Sources 

for venture capital in Australia are not common or generally inclined to support 

design-led innovation. Part of the issue is that private sources of capital such as ‘angel 

investors’ are reluctant to support what are perceived as risky ventures in ‘fickle 

markets’. The Cultural Ministers Council report (2008) Building a Creative Innovation 

Economy argues that, due to rapid changes in technology and the whims of user-led 

markets, the uncertainty of where markets are heading is seen as a barrier to 

investment by producers and third-party investors in higher risk activities. 

The challenge to individuals and the industry is to foster both private and public 

sources of capital that fund the development of products and business models that 

incorporate SCDP and manufacturing industry as well as other appropriate sectors. The 

various approaches I have brought to this issue will be documented in the account of 

the project and recommendations outlined in the conclusion.  

Competition domestic/ international 

The competition within the product design and manufacture sector is fierce at an 

international level, particularly from European countries such as Italy, Britain, Germany 
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and the Scandinavian nations. The source of their competitive advantage is based on 

strong and sophisticated domestic markets which drive continual development and 

competitive pressures that fuel innovation. This leads to dynamic integrated industry 

sectors that consist of retailers, manufactures, designers and support industries, 

including machinery and equipment specialists. Their capacity for flexible specialisation 

and the fluidity of the relationships between those nations’ industry segments, provide 

the bonds or the ‘factor conditions’ that belie their position as international leaders in 

the field (Porter, 1990, p. 438). 

Australia does not possess the level of domestic competitions pressure witnessed in 

European centres; however, we do have an awareness of our limitations and the 

capacity to project a unique voice in international markets.  

Environmental dimension 

I have already established that the use of the term ‘sustainable’ within the context of 

this research is with reference to the financial sustainability of the model of SCDP 

developed. However, environmental sustainability must be recognised. Fuller (1969), 

Papanek (1971) and Faud-Luke (2002) have actively highlighted the need for 

consideration of environmental criteria in design.  

There is a range of approaches for meeting the objective that represent degrees of 

compliance to the environmental imperative. The challenge goes to the core of what 

designers do, questioning their role in the endless cycles of production and 

consumption. Designers are largely in an empowered position to re-evaluate the 

established approaches.  

This has implications for material use, manufacturing techniques, waste handling, 

packaging and recycling. Astute practitioners will also see the challenge as one that 

requires consideration of the following principles; 

 Design for Disassembly (DfD) 

 Design for Durability (DfDu) 

 Design for Environment (DfE) 

 Design for Recycling (DfR) 

 Dematerialisation 

 Low embodied energy 

 Light weighing 
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 Materials labelling 

 Product stewardship 

 Life cycle analysis  

 Toxicity  

(Gertsakis & Preston, 2005, pp. 1-4). 

  

In the market which is increasingly environmentally aware, enterprises that address 

aspects of environment impact - such as those listed above - have an added advantage 

over direct competitors and the capacity for entering to new and emerging markets. 

Within this project, I have been able to identify and achieve several points of 

advantage over competitors. The most significant is in the area of embodied energy, 

which represents the total of energy inputs into a product and its systemic 

relationships, from all phases of the product life cycle. Other areas that have been 

identified as providing relative competitive advantage include weight, which has 

implications for transport and freight costs and energy use. DfD and DfR have also 

been incorporated into the final design outcome of the project, which respectively 

have implications for the embodied energy accounting and likelihood of the product 

being recycled.  
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Project overview 

The central position or argument is that sustainable models of SCDP are achievable 

through collaborative, cross disciplinary and industry linkages in the Australian setting. 

This practice-based research has pursued a sustainable model of SCDP through 

linkages to manufacturing industries and markets applying enterprising approaches 

and the use of CDTs.  This position acknowledges the influential role of federal policy 

platforms including innovation policy and cultural policy, and the influence of complex 

economic and social shifts on SCDP. That argument or position is put in accord to the 

following research questions: 

The research aims 

 

Aim 1: To determine the key characteristics of a financially sustainable SCDP. (What?) 

 

Aim 2: To establish a financially sustainable SCDP in Australia. (How?) 

 

The research objectives 

 

Objective 1: To establish a model of financially sustainable SCDP through technological, 

cultural, commercial and social linkages. (Case study) 

 

Objective 2: To identify generic attributes of sustainable model of practice that may 

achieve wider application in Australia - i.e. common linkages profiles. (Evaluation) 
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Method 

How objectives were addressed 

The research was undertaken in a way that combined manual and digital approaches 

to design, prototype and manufacture of a wide range of works. These ‘products’ of 

applied approaches were held to account by a variety of reflective and contextual 

approaches drawn from literature as well as material and product audits. In addition, I 

sought critical feedback via formal exhibitions and critiques from established 

practitioners.  

The process through which this occurred was disjointed and certainly not systematic. 

The initial research aim was established very early in the project; however, the 

understanding required for achieving that aim emerged slowly in a process that led to 

the establishment of the first research objective. The supporting themes or linkage 

profiles in the first objective emerged as the building block of a sustainable SCDP in a 

slow process by which the objective and answer co-evolved. Brad Haseman describes 

this as the ‘fuzzy front end of Practice-led enquiry... demanding an openness of design 

and purpose in the early stages so that research concerns can emerge from practice’ 

(2004, p. 186). 

I experienced difficulty in the earlier phases of the research to find approaches that 

would progress the project toward an outcome. Defining the goal or ‘problem set’ was 

as challenging as determining the ultimate outcome. Horst Rittel explains that 

‘Learning what the problem is IS the problem’ (1987, p. 2).  A sustainable model of 

SCDP is a complex operation and the research method pursued in establishing one 

reflected that complexity.  

Recognition of the tendency for research objectives to shift is a feature of practice-

based research; it differs from traditional form of qualitative and quantitative scholarly 

research, featuring explicit predetermined bounds (Cross, 2006, p. 100). This is clearly 

observable in the shift and consolidation of the research toward collaborative, digital 

and enterprising approaches among others. The practical account of the research 

traces that shift. 
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In the The Reflective Practitioner: How Professionals Think in Action (1983) and The 

Design Studio: An Exploration of its Traditions and Potentials (1985), Schön offers the 

idea of the cognitive and applied framework for developing design. This could be 

thought of as a set of rules that define the game or paradigm within which the moves 

are made that ultimately arrive at the final outcome. Designers will consciously shift or 

revise that framework to improve the approach they may bring to solutions. Here lies 

the notion of the co-evolution of the problem and solution that is characteristic to 

design practice and practice-based research through design practice. 

The inherent complexity of design problems hints at the unlikelihood of solving a 

problem with a single solution. The endpoint is in fact one of the best of a number of 

solutions that are better described as outcomes. Design problems are often ill-defined 

and encourage satisfactory solutions over optimum ones as a more realistic outcome 

(Cross, 2006). The method applied to this research recognises this aspect of the 

practice. 

The bounds and focus of this research 

The location of this research is within the discipline of SCDP. As previously discussed 

the numerous similarities and differences exist between industrial design and SCDP. 

This research is located specifically within the SCDP as described and should be viewed 

through that framework despite numerous interdisciplinary linkages. 

Despite the emphasis on the development of a sustainable model of SCDP, it is 

important to emphasise that this research is not into the development of a business or 

enterprise that happens to involve aspects of SCDP. That would typically be the subject 

matter of a Master of Business Administration (MBA) project.  

Literature, exhibitions and practice based review process. 

It has proven necessary for practice-based research to incorporate exhibitions 

associated literatures, practice-based works and general scholarly forms of knowledge 

into the ‘literature review’ processes. This represents a relatively new approach to the 

‘literature review’ in the traditional research context and reflects the particular 

scholarly method critical to conducting practice-based research. It makes sense that 

practice-based research should be anchored to the knowledge domains and channels 
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characteristic to the discipline. Brad Haseman describes practice-based research 

methods in the following manner; 

The new strategies and methods are dictated by the phenomena being 

investigated and the recognition that the current repertoire of quantitative 

methodological tools-particularly discursive prose- will not accommodate 

completely the surplus of emotional and cognitive operations and outputs 

thrown up by the practitioner (2006, p. 7). 

In this manner the ‘literature review’ process applied in this research has had 

important influence on the method through which the outcome has been achieved. 

The approach brought to the literature review process will be elaborated upon in the 

following chapter.  

The limitations in assessing project outcomes against research objectives 1 

and 2. 

In discussing the method used for undertaking the research, it is important to consider 

the limitations that arose in evaluating the 2 key objectives in the concluding 

statements. 

Firstly, business models can be difficult to appropriately assess in the short term, as 

they can take a considerable period of time to establish and consolidate. In the context 

of this research, it is important to recognise that the achievement of a financially 

sustainable SCDP will be largely determined by measures of a qualitative nature and 

short term sustained market entry and presence. 

Secondly, the linkages that have been identified as important to the operation of a 

sustainable SCDP are not to be reviewed as formulaic and exhaustive or essential. They 

represent what was deemed the most appropriate set of linkages at that point in time 

and are described in the following chapters. It is important to recognise that individual 

circumstances will influence the specific linkages that support sustainable SCDP in 

diverse contexts.  
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Chapter 2: Literature and Exhibitions reviews 

General literature 

The introduction has established the research questions and objectives. I have also 

briefly introduced research frameworks that present the context, opportunities and 

challenges for establishing sustainable models of SCDP.  In this chapter, I will identify 

the literature and other important references that have informed the development of 

research questions and objectives. Collectively, the literature and creative works 

including curated exhibitions and individual works and practices, have served to 

establish the extent of existing knowledge and have suggested important points of 

departure worthy of additional research attention. This approach is referred to by 

Haseman as an ‘artistic audit’ and constitutes the basis and distinct value of 

performative based research (Haseman, 2006, p. 8). 

Furthermore, performative based research brings with it a difference in approach to 

that of a literature review that would normally be appropriate to quantitative 

research, as conducted in the ‘hard’ sciences, or qualitative research common to the 

humanities. It is not within the scope of this thesis to discuss at length the maturation 

of research methodologies in the design disciplines. However, it is important to 

recognise that the approach applied to this research project, including the ‘literature 

review’, is informed by the distinct requirements of creative practiced-based research 

that Haseman proposes as a third paradigm, best understood as performative research 

(Haseman, 2006). At the centre of Haseman’s concept of performative research lays 

his assertion that, traditional qualitative and quantitative approaches... ‘fail to meet 

the needs of an increasing number of researchers’ (2006, p. 1). 

The literature review has played an important role in the process of problem definition 

and solution as they have co-evolved. It has enabled me to construct a personal 

understanding based on a comprehensive and textural knowledge of the subject 

matter. It also has enabled me to grasp what is known of the subject and what aspects 

require additional attention.  My understanding has evolved gradually through a 

dialogue between literature, artefacts, objects, models and personal tacit knowledge. 

This approach to conducting a literature review reflects the complexity or ill-defined 

nature of this research. It demands that an interdisciplinary perspective is brought to 



37 
 

the project, recognising that research questions and objectives are adequately 

addressed with reference to the following. 

The important considerations in developing a sustainable model of SCDP that emerged 

through the literature review process are: 

 markets  

 manufacturing industries 

 enterprising approaches 

 computer driven technologies  

 complex economic change  

 federal policy platforms innovation and cultural policy 

 exhibitions and existing models of SCDP 

 

SCDP & markets  

The nature and extent of the market 

It is important to consider the nature and extent of the market for output of SCDP 

when developing a model of financially sustainable practice. The market must be 

considered where a sustainable commercial criterion exists, as it does in this research. 

However, the literature review process highlighted the difficulty in obtaining market 

information that documents the nature and extent of the market for SCDP products.  

The SCDP is itself difficult to classify as it exists outside or between most modes of 

classification (Throsby & Hollister, 2003, p. 12). Therefore, quantitative and qualitative 

sources that directly state the market for SCDP do not exist, yet several sources of 

indirect data and numerous qualitative sources can be compiled to develop a reasoned 

perspective.  

Two useful sources of information contribute to an informed market insight. One is 

Throsby and Hollister’s, Don’t give up you day job: an economy study of professional 

arts in Australia (Throsby & Hollister, 2003) and the other is the article Industrial 

Design Industry Overview, on the Design Institute of Australia website. Neither source 

provides specific and targeted information that describes the market for SCDP. 
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Throsby’s report focuses on artists including; Writers, Visual Artists, Craft Practitioners, 

Actors, Directors and Dancers among others. Robertson’s for the DIA represents 

designers and has a distinctly commercial outlook. It focuses on the design disciplines 

in general, including built environment, manufacture and visual communication (DIA, 

Structural view of design disciplines). However, when read together in conjunction 

with other material - that I will outline later - they inform us where the profession is 

generally positioned.  

The income level of artists and designers is a measure of the market for their output. 

Throsby’s figures - in the process of being updated and to be released in the first half 

of 2010 - in a series of commissioned reports by the Australia Council, reported 

medium incomes in 2003 at just over $7,300 and that median total income was 

$30,000 (Throsby & Hollister, 2003, pp. 45,79). Robertson as National President of the 

Design Institute of Australia reports the median income in 2003 for all design 

professions at $60,000 (DIA, 2005). 

SCDP can be described to fit into the working profiles covered by each survey. The 

majority working in SCDP are from an education and training background tied to art 

school with media and materials based ‘arts oriented’ approaches. This is distinct to 

those with an industrial design education and training with its own distinct 

‘commercially oriented’ approaches. The wage is obviously substantially higher in the 

commercially focussed design professions in Robertson’s (2005) DIA report relative to 

those charted in Throsby’s (2003) Australia Council report. Both describe wage profiles 

below the levels typical to professions with comparable education and training 

requirements at that time (Throsby & Hollister, 2003, p. 46). This can be a 

consequence of the limited commercial market for their skills and high levels of 

competitive pressure for the work available. This research is concerned with 

developing a model of sustainable SCDP that recognises this challenge identified in the 

literature. 

Market size for SCDP is small and underdeveloped. From the literature and other 

sources, it is clear that there are relatively few established models of genuine 

sustainable SCDP amongst which very few Australian examples. Again, there is 

mention of success in the arts generally (Throsby & Hollister, 2003) and within the 
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design professions (Robertson, 2005), however, the general outlook is not of a strong 

market for output of SCDP. 

The literature review and wider artistic audit have drawn attention to the 

underdeveloped nature of financially sustainable and commercially oriented SCDP as a 

professional and scholarly practice. It is poorly documented in an academic sense as 

few models have been developed in the Australian setting. Its impact in a commercial 

sense is limited along with its capacity to develop its own market.  

The sector has remained invisible in most measures, evidenced by the fact that it has 

not been recognised in the Australian Bureau of Statistics (ABS) data in a 

comprehensive or meaningful way. The design sector has no appropriate classification 

standards or codes that most sectors are assigned. These identify industry segments 

and sectors and the absence of comprehensive codes has made the assessment and 

differentiation of the market for SCDP difficult against the other occupations.  

In 2005-2006 the DIA and the ABS negotiated a reassessment and refinement of 

Australian and New Zealand Standard Industrial Classification (ANZSIC) and Australian 

and New Zealand Standard Classification of Occupations (ANZSCO). This improved the 

clarity of both the broad industry classifications used to describe the ‘Primary 

Disciplines’ and ‘Specialisation’ classification standards for the industry and its distinct 

professions (DIA, Classification of Design in Australian Statistical Systems). More work 

could be done as the classifications are generalised and would benefit from increased 

discriminatory rigour. 

The studio crafts have traditionally incorporated an intrinsic artistic motivation or 

vision, which has often accommodated a commercial dimension with interest in the 

market for its output. In Australia, this dimension has gained increased significance to 

a point where the crafts movement has evolved as a recognised tradition in the 

production of limited edition, small scale production, and limited production product 

lines (Cochrane, 2007, p. 75). The titles that craftspeople have used to describe 

themselves have mirrored these shifts. We have witnessed a change from the 

validation craftspeople sought through association with the established fine arts 

movement.  Therefore, titles such as crafts-artist or applied-artist have diversified and 
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changed to accommodate a growing commercial use of terms such as designer-maker, 

studio-based designer and applied-design among others.  

Looking at the market for creative output 

The literature has identified that the market structure for creative output offers an 

important point for reference to professionals considering avenues to orchestrating a 

sustainable model of SCDP. Howard (2008) offers the following illustration of the 

market structure for creative goods, as adapted from a model initially developed by 

Bremner of the School of Design and Architecture at the University of Canberra. 
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The figure above demonstrates that a sustainable model of SCDP must aim to inhabit 

the top row of the chart, that is, as Creator or Brand or a hybrid of each. Clearly 

Howard establishes that the lower row inhabited by craft-based and commodity 

manufacturers is an untenable position in terms of longer term financial sustainability. 

Howard concludes that considerable benefits will be achieved when we ’transform 

ideas and craft-based businesses into larger more viable and sustainable businesses 

built on the basis of brand, the reputation of creators and artists or both’ (Howard, 

2008, p.21). 

The market for SCDP as described by Design industry journals and print, 

broadcast and web based media  

The market for SCDP and allied design practice is prone to being overstated by the 

literature and industry media channels. For example, as keynote speaker at the 

Smartworks Symposia at the Powerhouse Museum in 2007, BBC Journalist and radio 

broadcaster Peter Day declared to an audience of SCDP professionals; ‘This is your 

century if you want to take it’ (Day, 2007). This buoyant tone seems inflated or in the 

least optimistic in light of Throsby’s (2003) and Robertson’s (2005) analysis of incomes 

and market for arts and design products raised above.  

The review of literature has drawn attention to the profound gap that exists between 

the buoyant visions of market for SCDP (Howard, 2008) - and calls for it to play a key 

role and as a driver of innovation in an emerging Australian economy (Haseman & 

Jaaniste, 2008) - and, in contrast, the reality of the current market and sustainable 

position of the industry. The limited and contested, if not competitive market has been 

identified in the literature (Throsby & Hollister, 2003) and confirmed through my own 

direct market research, canvassing the market opinions of leading designer lighting 

retailers in Sydney and Melbourne throughout 2008-2009. 

The literature and industry media underline that the opportunity exists for SCDP 

professionals to actively develop a market for their goods. While the literature reveals 

that the market is tight, it also describes opportunities for new entrants whose success 

is tied to appropriate skills sets and approaches. Robertson (2005) as director of the 

DIA writes that the fortunes of ‘designers’ lie in their capacity to create their own client 

base and thus markets. Critically successful enterprises will shun the arts based 
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mentality of waiting for a market to grow through government intervention. He states 

that the market will open to those who; 

...improve the scope and depth of technical knowledge and practices, 

improve understanding of the manufacturing sector and the viable niche 

markets, learn how to use off-shore suppliers and act as a conduit for 

Australian manufacturing customers (Robertson, 2005). 

Markets and Membership based and other Advocacy organisations 

Advocacy bodies for the crafts and studio design practice are prominent in the 

Australian cultural landscape and are collectively represented by the Australian Craft 

and Design Centres (ACDC). These organisations provide insight to the market for SCDP 

products. Each state and territory has its own centre and these all have a unique 

historical foundation that is part of the specific profile they now demonstrate. 

Therefore, despite many similarities between these institutions, each possesses 

particular areas of interest and expertise. As industry building organisations, they see 

market development as an element of their concern. From an overview of the 

programs, publications, websites, events and exhibitions that these organisations host, 

it is clear that they increasingly see the role of SCDP as a contributor to ‘soft’ 

innovation and as an agent of social change in our Australian communities. FORM, in 

Western Australia, articulates a shifting role of craft and design practice from one of 

dressing up our built environment, to authoring its very fabric (FORM: Building a State 

of Creativity, 2009). This changed vision of SCDP is observable through its web site, 

publications and programs. This development provides an important insight to the 

shifting market and wider context in which my research is located.  

The literature has indicated that the market for the SCDP is characterised by a distinct 

shift away from a previously narrow focus on product. The object or product is a 

natural point of ‘fixation’ for SCDP professionals, many of whom have been educated 

and trained to work with a functional level of ‘fixation’ (Cross, 2006, p. 104). It is 

characteristic to engineers, and similarly materials based approaches in craft, art and 

design. The emerging market opportunity and source of sustainable practice lies in 

crafting designs that include but extend beyond the object or product. This is a new 

market for the skills of those engaged in SCDP. It requires them to orchestrate 

innovation through collaborative networks with industry and enterprising approaches, 
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for the comprehensive development of brand and other critical design-led business 

attributes (Howard, 2008, p. 12). 

The importance of markets  

Specifiers including architects, interior designers and others exercise a powerful 

influence on the profile of the market. In the commercial sphere, imported product 

brands have typically dominated the furniture and interior products market segments 

in Australia in the period of affluence following WWII (McGillick, 2006, pp. 14,15). High 

quality European and North American brands have become so synonymous with 

‘designer’ interiors that they are recognised as shorthand or codified symbols of taste 

and status, such as Artemide lighting and Herman Miller furniture, for example. 

A variety of sources indicate that the dominance of European and other brands in the 

specifiers market is fracturing. Several factors are at play. First, the environmental 

imperative has reached a level of broad consciousness reflected in discussions that 

include issue of product origin, freight and carbon footprints (Thatcher, 2008). Second, 

the value of a product’s provenance is beginning to challenge the status of the mass 

produced and dispassionate brands (McEoin, 2007, p. 17). Some specifiers are catching 

onto the value of the atelier and customised product and recognising that offering 

exists in the domestic or local Australian marketplace (McGillick, 2006, p. 24). Third, 

the challenge to European style modernism as an ubiquitous presence and benchmark 

of taste, is finally flowing through to the conservative realms of ‘industrial design’ as 

multiple perspectives including ethnicity, the provincial, emotion and others are 

considered in the casting of judgement and taste (McGillick, 2006, p. 24). Fourth, 

specifiers are beginning to understand the collective industry and wider community 

value of specifying products that originate from Australian designers, including those 

working in various models of SCDP. This is reflected in the growing numbers of 

manufacturers that are partnering with designers to address market opportunity 

(McGillick, 2006, p. 24).The sector has the potential to not only offer bespoke and 

production products but specifiers are also realising that SCDP has the innate capacity 

to produce customised solutions that international brands are unable to provide. The 

literature and wider observation indicate that avenues exist for the astute practitioner 

to ply a sustainable trade through a variety of approaches. 
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In this picture it is important to understand that the consumer ultimately determines 

the market for designer product. The public consumer market is increasingly 

sophisticated in Australia (McGillick, 2006, p. 15), with a variety of niche markets which 

are in themselves competitive but open to new entrants with a unique offering and 

value proposition. I conducted my own market research, on account of little literature 

on the size and scope of the market for niche light products. The results flagged the 

absence of medium to high end Australian lighting product with sophisticated brand 

collateral materials, factory guarantee, reliable supply, packaging, quality design, 

performance, finish and competitive pricing. That knowledge informed the directions 

that this research ultimately took.  

Through participation in design enterprise programs, I have also had the opportunity 

to witness several seminars hosted by leading Australian design retailers. The seminars 

highlighted that, specifiers and increasingly the wider public wanted products that 

were anchored to their origins through the provenance of materials, manufacture or 

designer. However, the market requires for the narrative to be communicated in a 

clear and accessible fashion. Brand, collateral materials and communication platforms 

play important integrated roles in accessing markets and supporting customer 

experience in a consistent manner. 

Competing in the global market is in many ways problematic for Australian designers. 

We have the disadvantage of being a long distance from the world centres of design in 

Europe where sophisticated markets already exist for designer products (Parkes, 2006, 

p. 14). Both the logistical issue of distance and competitive pressures make it almost 

impossible to penetrate the European market where highly integrated industries 

comprised of specialised firms of designers, manufacturers, machinery specialists and 

equipment suppliers have long been established, together with distribution and retail 

sectors (Porter, 1990). Entry to these environments is usually through licensing 

agreements with established European design brands that commonly offer just 3% of 

wholesale price to the designer. The market for the designer’s skill in this context 

appears less than lucrative or sustainable to Australian based designers. Interestingly, 

it is a path still pursued by many aspiring Australian designers, many of whom travel 

annually to Milan to ‘pitch’ their latest design to established European brands. 
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Regional international markets offer potential for export of Australian designed and 

made products as the aspirational middle class of various densely populated Asian 

nations expands and looks to acquire the trappings of material wealth. The Asian 

design industry including its professional organisations is actively reaching out to 

Australian designers through a variety of avenues including competitions, trade 

registers and market events (Singapore Furniture Industries Council, 2009). 

CDTs, particularly ICTs, play an important role in redefining opportunities for accessing 

international markets. Realising the technologies fullest potential of accessing remote 

and even domestic markets requires a constant approach to developing and 

maintaining specific knowledge in a rapidly changing field (Schebesta, 2009).  

Themes emerging from the literature 

The literature review and wider ‘audit’ of market issues have established that the 

market is a small, competitive and growing sector, with niche market segment 

opportunities. Establishing a sustainable SCDP requires thoughtful positioning with 

regard to price and volume. Marketing and branding of an enterprise needs to scaffold 

its market positioning in a manner appropriate to the existing or targeted client base. 

The literature has identified that sustainable models of practice should develop their 

markets without the expectation that government support mechanisms will cultivate 

the sector.  

The emerging Asian regional market presents new challenges and opportunities for 

enterprising practices. It has been widely recognised in the literature that web-based 

marketing and channels to market are an important aspect of competitive and 

sustainable practice.  

SCDP & Australian manufacturing industries 

The Australian context-post WWII 

It is generally agreed that the period following WWII can be defined as the 

contemporary or revival period for the studio crafts movement in a number of western 

nations, including Australia (Cochrane, 1992, p. 12). However the movement in the 

post war period had evolved and would take a form that reflected the times. Cochrane 

(1992) describes the post war movement as possessing characteristic traits inherent to 

the movement at its inception, including social, industrial and aesthetic drivers. 
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Greenhalgh (1997) identifies a similar trinity of forces present in the profile of the 

movement. He argues that the decorative, vernacular and the politics of work are the 

key foundational elements (Greenhalgh, 1997, p. 34). 

These similar visions of the disciplines foundational concerns overlap obviously in 

Greehalgh’s (1997) decorative aspects and Cochrane’s (1992) aesthetic dimension. 

Cochrane’s social and aesthetic traits together have the potential to corroborate 

Greehalgh’s observation of the vernacular. However it is the Greehalgh’s Politics of 

work and Cochrane’s industrial elements that serve as a common underpinning to this 

section of the literature review.  

The relationship between the movement and industry, particularly with regard to the 

organisation of labour and its impact on the nature of work, was an active and largely 

political one which Greenhalgh describes as, ‘providing craft with its moral core’ 

(Greenhalgh, 1997, p. 34). The movement took an active and engaged role in the issue 

and sought to recalibrate industrial manufacturing systems in a manner that improved 

social outcomes, the immediate environment, product aesthetics and wealth 

distribution among other issues. In his paper, ‘A history of engagement’, Peter Hughes 

describes the crafts in relation to industry as;  

holding up an alternative in which both the thing-ness and the made-ness 

of objects asserts itself and is celebrated as a point of communion between 

the maker, the material, the process of making, and the user (Hughes, 

2004, p. 9). 

The goal of the movement was to address a gradual slide toward division of labour, 

wherein the craftsman became an unthinking hand, disconnected from the final 

product of which he was increasingly only a part contributor.  

In the contemporary movement, the relationship between SCDP and manufacturing 

industries is subject to confusion and misunderstanding. This has in part been a result 

of the fracturing of the movement’s foundational platform, as identified by Cochrane 

(1992) and Greenhalgh (1997), in which the identity and direction provided by the ties 

to industry through work were lost. Dormer observed in the late eighties that most 

western industrialised nations had managed to sustain at least a small but significant 

number of studio based practitioners despite ‘their marginal relationship to 

mainstream manufacturing’ (Dormer, 1988, p. 135). The movement had been largely 
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sidelined from mainstream significance and commercial bonds to industry by the 

1920s and was supplanted by industrial design as the author of the larger part of the 

product environment by the middle of the century (Greenhalgh, 1997, p. 40). 

Now that craft was a distinct activity from industrial design, the movement became 

increasingly isolated from industry and commerce. Its value or identity was less 

associated with manufacture and more so with art. Dormer wrote; 

The irrelevance of craft work has caused it to mutate from being the 

livelihood of working class artisans into an activity of middle class aesthetes 

or quasi-artists (Dormer, 1988, p. 135). 

In Australia like other western nations, an explosion of post-war manufacturing 

required design driven solutions toward product development and differentiation 

efforts (Bogle, 1998, p. 121).  In this environment, the Australian manufacturing 

industry became larger scale than it had been prior to the war, when typified by small 

scale enterprises arrangements which operated on a model closer to studio scale 

design (Bogle, 1998, p. 121). 

The literature identifies the widening gap between SCDP and industry was also of 

internal motivation. Many practitioners actively sought alignment with art by using 

their work as a pure form of individual expression, or as a location for narrative 

without regard to functional criteria, commercial application, or positioning. No longer 

was the movement operating through linkages with manufacturing industry that had 

often been central to the movement’s own purpose and vision. Cochrane explains this 

shift in citing Dormer’s observations; ‘Peter Dormer suggests the crafts had changed 

class after the war, being practiced by the educated middle class, who made products 

for aesthetic value rather than practical use’ (Cochrane, 1992, p. 105). 

I have discussed how the studio craft movement had diverged from the new industrial 

design profession by the middle of the century, and that the studio based crafts were 

since that time increasingly motivated by artistic concern. However, this shift would 

ultimately need to be evaluated in terms of its sustainable merits. That process gained 

momentum in the 1980s when the Australian movement revisited the issue of 

sustainable practice, incomes and the potential of the movement in ‘different markets 

from the art world’ (Cochrane, 1992, p. 316), which were to craftspeople a ‘narrow 



48 
 

marketplace’ (Cochrane, 1992, p. 309). Professionals in the industry wanted to be 

remunerated in a manner appropriate to their level of training and experience. In the 

Australian setting this represented the start of increasing commercial interest for those 

practicing as craftspeople and studio based designers. It would represent the start of a 

long period of increasingly sophisticated attempts to establish and maintain 

sustainable models of practice in Australia.  

While individual practitioners have worked to develop models of sustainable practice 

through connections to markets outside the traditional gallery market or cultural 

market channels, they have also explored outsourcing the manufacture of work 

particularly components or elements of their designs (Cochrane, 1992, p. 319). At the 

same time, there was a rise in the incidence of ‘studio production’ in the late eighties 

and early nineties. Examples include Susan Cohn (Cooper, 2000, p. 10) and Robert 

Foster (Gates, 2008, p. 3) who established significant models of practice with aspects 

of studio based production balanced by ‘artistic investigation’. 

In the last several years, an understanding of the wider social, economic and cultural 

benefit that SCDP achieves through linkages to manufacturing industry has emerged in 

the literature. The awareness is driven through the extensive literature that has arisen 

arguing the valuable role of creativity and the arts generally within the innovation 

system. SCDP, among the spectrum of creative disciplines, is being encouraged to 

establish new linkages to commercial application. In the case of SCDP, that largely 

refers to manufacturing industries. This is the context and most critical aspect of the 

contemporary opportunities presented to SCDP as an avenue to sustainable position. 

The following section will chart how government, advocacy bodies, educational and 

research institutions, have all contributed to that discussion. It will also identify the 

challenges that emerge when developing linkages between SCDP, industry and 

commercial environments. 

Building Linkages between SCDP and the Australian manufacturing industry 

Government 

The Australian and other governments are beginning to recognise the value of 

fostering stronger linkages between design and other forms of creative practice and 

manufacturing industries. The Cultural Ministers Council, representing Australian and 
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New Zealand jurisdictions, states in its 2008 report titled Building a Creative Innovation 

Economy (2008, p. 5) that; ‘Governments and businesses are also more aware of the 

important role of creativity and the creative industries as drivers for innovation and 

economic growth in the broader economy’. The sense is that design and creative 

practice need to develop stronger linkages between not only the manufacturing sector 

as a source of commercialisation, but also with government, cultural, education and 

research institutions, enterprise, science and others. In his paper Creativity, the Arts 

and Innovation, presented at Sydney Opera House on 19th August 2008, Cutler points 

to growing awareness within government by drawing attention to Prime Minister 

Rudd’s closing comments at the 2020 summit. Cutler quotes Prime Minister Rudd 

stating; 

 

This false divide between the arts and science, between the arts and 

industry, between the arts and the economy: we’ve actually got to put that 

to bed. As if creativity is somehow this thing which only applies to the arts 

and innovation is this thing over here which applies to the sciences, or 

technology, or to design. This is actually a false dichotomy: it’s just not like 

that (Cutler T. , 2008, p. 1). 

The Prime Minister’s comments indicate the early if yet unrealised sentiment of the 

government, as it establishes its innovation policy inclusive of creativity and arts during 

its first term. This research notes the tone of government policy as a platform for 

future policy direction and will seek to provide an exemplar of cross-disciplinary and 

cross-sector practice to the emerging tone or atmosphere. 

Advocacy bodies  

Arts organisations are making a contribution in the literature that argues two key 

points with regard to the value of linkages between design and creativity (SCDP) and 

industry. One clearly recognises the natural and existing relationship between SCDP 

and manufacturing. The other argues that SCDP brings to industry the content and 

approaches that contribute to innovation and design driven competitive advantages 

for the manufacturing sector. Keele, the CEO of the Australia Council for the Arts noted 

in a speech presented to a symposium hosted by The Council for the Humanities, Arts 

and Social Sciences (CHASS) in March 2008, that creative practitioners;  
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...are looking for us to find new ways to help them earn income through 

their creative enterprises, and ensure their long-term viability. At the same 

time, Australian business is looking for more innovative systems and 

products to gain a competitive edge (Keele, 2008). 

Craft Australia is the peak body of the Australian craft and design sector. It has 

contributed to the literature that identifies the need to support measures that 

cultivate and foster linkages between SCDP and manufacturing industry along with 

other sectors for mutual benefit. Catrina Vignando (2008), General Manager of Craft 

Australia, describes the challenge as one primarily of communication. She states that 

the creative and innovative attributes of the sector are well documented, yet this fact 

and its potential benefits are not sufficiently connected to wider consciousness. 

Vignando further concludes that; 

‘We need to re-shape the public’s perception of this sectors dynamic 

capacity to lead in the development of new design, manufacturing and 

distribution models’ (Vignando, 2008, p. 2). 

 These arguments have assisted in framing the direction of this research. 

Educational and research institutions 

The place of SCDP and other allied design approaches are also cited as playing an 

important role in various literatures, as outlined extensively in other chapters and 

sections of this document. One of the peak organisations representing the tertiary 

research sector is CHASS. They release occasional papers and in Issue 5, Howard clearly 

states the benefit of close ties between design and creative practice and 

manufacturing industries; 

Innovation Policy is increasingly concerned with innovations in design and 

creative practice, and there is growing recognition of the contribution of 

the ‘creative’ industries to economic prosperity, particularly in cities and 

regions. Competitive challenges are forcing traditional engineering-centred 

companies to transform themselves into experience-centred companies: 

design and creative practice have a critical role in that transformation 

(Howard, 2008, p. 3). 

The educational and research institutions have argued the value of linkages between 

creative sector, including the arts and design with industry; however they have been 

slow at establishing models through practice-based research methodologies. Whilst 

the level of reciprocal benefit has been argued extensively in the literature, the 
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discussion is scarcely illustrated through practical models that provide the ‘how to’ 

aspect of the discussion.  

SCDP & enterprising approaches 

The scholarly literature and other industry sources have drawn attention to the 

essential place of enterprising approaches in achieving a sustainable mode of practice. 

A recent article in the Australian Financial Review by Bevan titled ‘Design and 

Conquer’, interviewed Dokulil and McEoin on their Mentorship program; Springboard: 

Entrepreneurship for designers.  It described the program by introducing Springboard 

as; ‘A mentorship scheme for designers ... filling an important gap in a field where a 

lack of business acumen leaves designers without real-world skills to take their ideas to 

market’ (Bevan, 2009, p. 44). Ballinger supports the need for programs such as 

Springboard as a mechanism for ‘skilling-up’ practitioners in the arts of business 

acumen. Ballinger believes that few Australian designers have the capacity to operate 

a sustainable business by connecting their intellectual property to market (Ballinger, 

2006, p. 2). 

The literature charts a wide variety of approaches brought to the development of 

sustainable SCDP. This includes; 

1. More and More, 1998. Craft, production, sustainable practice: exhibition 

  and symposia, Australian National Capital Artists (ANCA) gallery and 

  Canberra Museum and Gallery (CMAG) Canberra (Murphy, 2009). 

2. Designing minds project in 1999. Craftsouth (Andrew, 2002-2003, p. 120). 

3. Designing Futures programs (2001) Form (Designing Futures, 2009). 

4. Applied ideas program (2004). Craftsouth (Andrew, 2002-2003, p. 119). 

5. Maker, manufacturer, market (MMM) 2005, 2006, 2007 (Australia 

  Council for the Arts, 2005). 

6. Freestyle: New Australian Design for living (2006-2007) ,exhibition 

 (Parkes, 2006). 
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7. Smart works: Design and the handmade (2007), exhibition and  

  symposium (Cochrane, 2007). 

8. Springboard: Entrepreneurship for designers 2008-2009 (Australian 

  Design Unit, 2009). 

9. Connections initiative 2009 Australia Council inter-arts (Australia Council, 

  2009). 

An aspect of this problem identified in the literature, is the fact that many of the 

professionals in the industry were trained in educational programs that do not have 

any business skills components to their programs. Ewen McEoin points out that 

designers, ’often leave college clueless about the business context in which they 

produce ideas’ (Bevan, 2009, p. 44) . 

Despite the gap in knowledge preventing practitioners from accessing markets, it is 

nevertheless apparent that some practitioners make strategic decisions with regard to 

the way they develop their practice and enterprise to achieve their objectives. A 

variety of models do exist in the literature which provide a blueprint to those exploring 

options for establishing sustainable models of practice. Parkes identifies these as; 

 Skilled craftspeople 

 Self manufacturers 

 Project managers 

 Global Roamers 

 Branded Houses 

 

  (Parkes, 2006, pp. 16-20). 

Parkes describes a variety of approaches by practitioners which, at times, are 

problematic in their overlap, generalised definition, and unproven or unquantified 

achievement of financial sustainability. However, these do provide interesting 

structures for reflecting on the options that exist in orchestrating a sustainable SCDP.  

The process of how this research has pursued and applied enterprising approaches will 

be explained in depth through the practical description of the project that follows. The 

literature makes it clear that business acumen is vital to sustainable models of practice 

and can contribute to and extend creative opportunities.  
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SCDP & computer driven technologies  

Chapter 4 will provide a thorough examination of the significance of CDTs in 

developing a sustainable model of SCDP. I will identify literature that establishes its 

potential role and application to establishing a sustainable model of SCDP.  

It is important to determine the legitimacy of CDTs in the context of this research. 

SCDP has a deep history and identity that is tied to the role of the hand in 

manufacturing objects (Press, 2007, pp. 251-252). This attribute stems from the birth 

of the movement when, as described by Hughes, its profile emerged from the 

‘traditional crafts’ (2004, p. 1) with the desire to mitigate the most negative 

consequences of industrial production and offered an alternative vision through the 

Arts and Crafts movement.  

Despite the fact that the Arts and Crafts Movement emerged from, and as a reaction 

to the industrial revolution, it was not a reaction to the technology per se. Rather, it 

was motivated by the social, political, environmental and aesthetic impact of change 

occurring at the time of the ‘industrial revolution’.  Hughes explains;  

The crafts tradition has at times been critical of technology, however this 

criticism is more often directed toward industrialisation and the hegemony 

it extends over the production of material culture (2004, p. 1).  

The literature has established that technology is an important aspect of SCDP and we 

know that it has played an important role all along. In the context of this discussion 

technology refers to a material, tool, technique or process or system that extends the 

capacity of mankind. As such, the craftsperson has always worked closely in applying 

technologies to achieve his or her ends. The role of the hand in craft is important but it 

is no longer an essential ingredient. Dormer provides an eloquent introduction to the 

complex dynamic that exists between the hand and technology. The important thing to 

remember is that in craft, and indeed in SCDP, it is the individual that decides on the 

process that achieves the final object. This is a knowing process that the practitioner 

methodically traces.  
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Dormer writes that; 

They [craftspeople and designers] are in control by virtue of possessing 

personal know-how that allows them to be masters or mistresses of the 

available technology, irrespective of whether it is a mould, a hand tool, an 

electrically driven machine or a computer. It is not craft as ‘handcraft’ that 

defines contemporary craftsmanship: it is craft as knowledge that 

empowers a maker to take charge of technology (1997, p. 140). 

So technology is not a threat to the discipline but a legitimate part of it. As the most 

recent and significant technological ‘revolution’, CDTs are an important force in 

contemporary SCDP. The literature indicates that CDTs hold a legitimate place within 

SCDP. This research provides an exemplar of its enabling role in building linkages to 

manufacturing firms and markets that can too play an important role in achieving a 

sustainable model of practice. 

CDTs have implications for the design and the manufacture of products. This is 

obviously important in the context of developing a sustainable SCDP. The design 

development process as it occurred prior to digital approaches was a manual process. 

Pen, pencil and paper were the tools and this process was supported by handmade or 

analogue manufacturing techniques to develop prototypes. Neil French describes that 

the process of developing a ceramic range of tableware would previously have taken a 

couple of years, whereas now through the use of digital technologies, that process has 

been reduced to just a few months (1997, p. 164). The literature prompts careful 

examination of the pervasive influence of the digital interface and its potential to 

influence the aesthetic outcome (French, 1997, p. 165), and is discussed at length in 

chapter 4. 

The literature identifies that sustainable models of SCDP can be assisted through the 

use of web-based communication (Howard, 2008, p. 4). Traditional websites and blogs 

are important in that process and new web 2.0 opportunities continue to emerge. 

These include flexible interactive platforms that often accommodate end user 

interaction. Examples include social networking sites and enterprises like Etsy- 

described by Madeleine Hinchy as ‘a kind of arts and crafts version of eBay’ (Australian 

Design Unit, 2008). The growth of web-based platforms continues to offer new ways 

for accessing markets online. CDTs enable small to medium enterprises (SMEs) to 
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project a larger footprint than might be the commercial reality, which may serve to 

motivate consumer confidence in a hypercompetitive marketplace. Chochinov (2009). 

SCDP & complex economic change  

This section discusses the shift in global economies that has grown in momentum since 

the turn of the century, and which must be recognised for the inherent threats and 

opportunities that it presents. It is not within the scope of this research to make an 

exhaustive historical and contemporary review of national, international and 

globalised economies. However, the research objectives benefit from a ‘working 

knowledge’ of economic changes that affect the financial sustainability of the 

discipline.  

Sustainable models of SCDP are tied to change in the economic fortunes of individuals, 

industries and the wider economy. The literature shows that we are currently 

witnessing a diversification in the structure of most ‘globalised’ economies toward 

knowledge-based economies and sources of wealth. This is in contrast to prior models 

that had agriculture, mining or manufacturing at the centre of the economy and as the 

dominant model of wealth generation (Cunningham, 2002, p. 35). Florida draws from 

economist Drucker, as the chief proponent of the knowledge economy, explaining ‘the 

basic economic resources- “the means of production,” to use the economists term is 

no longer capital, nor natural resources...nor labour. It is and will be knowledge’ 

(Florida, 2002, p. 44). The literature points to the ‘new economy’ as an environment 

that is conducive to those who innovate through creativity. 

Florida extends the discussion to propose that knowledge and information are the 

basis for creativity from which innovation is leveraged including, ‘a new technological 

artefact or a new business model or method’, providing the amplifying force in the 

generation of wealth in the new economies (Florida, 2002, p. 44). 

The first reference in the literature alluding to this development is in Cutler’s report, 

Commerce in Content (1994), from the then Department of Industry, Science and 

Technology. The report was commissioned to identify the potential of multimedia and 

digital content industries in the looming broadband environment at that time. In it, 

Cutler describes the creative industries for the first time by stating that they; 

http://www.core77.com/about/cloggers.asp#Allan Chochinov


56 
 

...are about imaginative authoring, and the things that are formative in this. 

The downstream communication industries are about the instrumental 

linkages, by various means or media, between the creators and users of 

meaning and content. Content industries cannot exist without the ‘means 

to market’ - the access to consumers and users - provided by 

communication and distribution infrastructures. On the other hand, content 

industries are what stack the shelves of retail stores, or fill the pipes of 

carriers (Cutler T, 1994, p. 2). 

The point made by Cutler establishes two important things. Firstly, the document 

highlights the creative industries marry content with delivery platforms (and by 

extension with manufacturing within the context of this research). Secondly, Cutler 

provides a system for valuing creative content in the industry context and, in doing so, 

lays the foundation for others, including; Howkins (2001), Florida (2002), Throsby 

(2003) and Cunningham (2004), to extend the principal of creative industries into the 

larger more integrated concept of the creative economy.  

In the Australian context, the ARC Centre of Excellence for Creative Industries and 

Innovation at Queensland University of Technology (QUT) leads research work on the 

creative industries and the creative economy. The centre defines the creative economy 

as ‘the human activities related with the production, distribution, exchange and 

consumption of creative goods and services (Higgs, Cunningham, & Pagan, 2007, p. 20). 

In terms of salaries and wages, its economic value in 2006 was $28 billion across 

creative industries sectors including; 

1. Music and Performing Arts 

2. Film, Television and Radio 

3. Advertising and Marketing 

4. Software Development and Interactive Content 

5. Writing, Publishing and Print Media, and 

6. Architecture, Design and Visual Arts  

 

 (Higgs, Cunningham, & Pagan, 2007, p. 8). 

The literature points to an increasing awareness amongst the government and private 

sector, of the growing contribution that creativity and the creative industries make to 

the wider economy through innovation and the generation of wealth (Cultural 

Ministers Council, 2008, p. 5). 
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The literature shows that the emerging new (creative) economy provides conditions 

that are generally supportive of establishing a sustainable model of SCDP, as is the 

objective of this research. At the same time, the literature also identifies the fact that 

too few practitioners are achieving sustainable financial footing through linkages to 

commercial opportunities (Ballinger, 2006, p. 2). This project will make a contribution 

to filling that gap, through the practical development of a functioning model of 

practice and, in doing so, achieve objectives 1 and 2 of this research. 

SCDP & cultural and innovation policy  

Cultural policy 

The cultural and creative industries and SCDP are experiencing a profound change. This 

point is made by Cunningham (2002) when he explains that cultural policy is 

supported, formulated or administered through bodies such as the Australia Council 

for the Arts and Craft Australia. He explains that the cultural industries are increasingly 

viewed as the ‘content industries’, from within and outside the sector. This is the 

consequence of it gaining increased commercial importance with a role and value that 

have less to do with projecting ‘cultural nationalism’ and are instead tied to the 

research and development of new content for a globalised content market (2002, p. 

34). Cunningham does not say that the intrinsic value of core creative practice is 

diminished, but rather expanded through a connected environment with new 

opportunities and, among them, is a place for commercial and sustainable models of 

practice.  

Cunningham suggests that the cultural policy may in some respects have become a 

victim of its own success in proclaiming its value and ‘relevance to other sectors’ 

(2002, p. 34). He further argues that this is evidenced by the fact that cultural policy 

has been annexed by innovation policy, social and urban reform agendas amongst 

others. He suggests it is spread among divergent areas, in the process derailing its 

authentic principled focus, independence and ‘agenda setting function’ (2002, p. 34).  

I think this may be overstating the issue or reflecting the experience of digital content 

sectors. It may also fail to recognise the slow rate at which both SCDP and the fine arts 

have been coopted by the new economy. Cunningham’s position possibly undervalues 
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the diversity of creative practice that sustains and fosters core creative independence 

of the sector, as supported through existing cultural policy initiatives.  

The literature also points to an interesting shift within cultural policy toward programs, 

grants and initiatives that develop collaborative opportunities (Australia Council, 

2009). This can be observed in a variety of developments including; increasingly 

entrepreneurial and enterprising models of practice (Springboard: entrepreneurship 

for designers) and research, tax reform and concessions, venture capital initiatives, 

market development and industry development generally (Vignando, 2008, p. 4).  

Innovation policy 

Innovation policy is an important tool for governments in fostering relative 

competitive advantage between cities, regions, and nations (Howard, 2008, p. 3). It 

provides a strategic means, along with fiscal and monetary policy, industrial relations, 

education and infrastructure planning, and other key policy instruments, in the 

planning and development of the nation. Innovation policy has been accepted as an 

important instrument of economic planning in Australia since the 1980s (Cutler and 

Company Pty Ltd, 2008, p. vii).  

In this section I will highlight the emergent role of the Humanities, Arts and Social 

Sciences (HASS) in the innovation system and the issues this development raises. The 

literature states that HASS now joins the more traditionally recognised disciplinary 

sources of innovation such as Science, Technology, Engineering and Medicine (STEM) 

as legitimate partners in the innovation system (Helyer, 2004, p. 196); (Haseman & 

Jaaniste, 2008, p. 5); (Howard, 2008, p. 3). 

 In January 2008, The Federal Government commissioned a report on the National 

Innovation system by Cutler. The report, Venturous Australia, was published and 

commended to the government by Cutler in August 2008, recommending ‘that the 

system requires renewal, refurbishment, recasting and where necessary re-imagining’ 

(Cutler, 2008). The report concluded that, as an aspect of required change, future 

policy recognises the place of creativity as an important element of the national 

innovation system. This challenges the centrality of the STEM sector in innovation 

policy. The implications include a more equitable distribution of research funding and 

support to the sector. 
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Prior to the release of Venturous Australia, Cutler hinted at its conclusions in a speech 

delivered as part of the Currency House Conversation series titled Creativity, The Arts 

and Innovation at the Opera House on the 19th August 2008. In it Cutler said; 

Today I hope that the current spotlight on innovation will lead to a new 

appreciation of the role of creative arts in innovation and prompt us to see 

them as a crucial and essential component of a national innovation system. 

  (2008, p. 6) 

The traditional (STEM) view of the innovation system 

The STEM sector has traditionally been attributed with the principal role in driving 

innovation, typically in association with ‘product and process innovation’ (Haseman & 

Jaaniste, 2008, p. 12). This particular bias toward a STEM centric vision of innovation is 

clearly observable in the lineage of 31 core policy documents that provide a 

substantial literature to the arts and innovation policy since the early 1990s (Haseman 

& Jaaniste, 2008, p. 8). 

The wider view of innovation inclusive of HASS sector  

Now trade blocks, governments, industries, firms and individuals are recognising that 

the HASS sector also plays an important role in the innovation system and may be a 

source of competitive advantage. The literature identifies that the cultural sectors 

generally provide the disciplinary channels for the application of innovations achieved 

in pure and applied science - the new technologies. It does this simply through 

marketing, branding, aesthetic affects, styling and emotional narratives (Haseman & 

Jaaniste, 2008, p. 9). These provide brand content and facilitate competitive position 

and advantage for a wide variety of enterprises. 

The literature states that innovation is not always achieved purely on a technological 

or science basis. As competitive pressures on materials products and systems increase 

manufacturers require alternative methods of competitive positioning to price and 

quality in its traditional sense. This encourages ‘traditional engineering-centred 

companies to transform themselves into experience centred companies’ (Howard, 

2008, p. 3), a process that requires deep knowledge of consumer behaviour, social 

contexts, and cultural perspectives that are the provenance of the HASS sector. The 
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literature points to the need to dismantle disciplinary boundaries if cross-disciplinary 

collaboration is to increase and if innovation potentials are to be realised. 

Within the context of this research, the relationship between the creative arts and the 

innovations agenda is important. The wider HASS sector includes a diverse range of 

disciplines beyond the creative arts including; sociology, psychology, economics, 

history amongst others. Cross-disciplinary collaboration and cooperation are valued 

and the contribution of the creative arts to the wider HASS sector is recognised. 

However, as established in the introduction, this research is specifically focussed on 

the creative arts within the innovation agenda. This includes specific disciplines such 

as; the performing arts, visual arts and crafts, new media arts, creative writing, design, 

media, digital content, cultural institutions and most specifically SCDP. 

The role of the arts and creativity within innovation systems 

In his speech, Creativity, the arts and innovation, Cutler (2008) discusses the nature of 

‘benign’ and ‘wicked’ problems. He used the work of Rittel (1973) as a way of 

identifying the key differences between what creativity and the arts, and the hard 

sciences sectors bring to problem solving and specifically innovation (2008). The arts 

and creativity bring important attributes to innovation, complementing the 

contribution made by the traditional hard sciences sectors. His key point is that 

innovation addresses two distinct sets of problems: the ‘benign’ and the ‘wicked’. The 

benign has characteristics that are best addressed by the STEM sector, whereas the 

wicked possesses a whole different set of characteristics, best addressed by the HASS 

sector and particularly through the creative practice and the arts. 

Cutler provides the following descriptors when stating that a benign problem generally 

has; 

 A well-defined and stable problem statement 

 A definite stopping point, i.e. when the solution is reached 

 A solution which can be objectively evaluated as right or wrong 

 A class of similar problems which are all solved in the same or 

similar way 

 Solutions which can be easily tried or abandoned 

 Come with a limited set of alternative solutions 

      (2008, p. 3) 
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Drawing on Rittel (1973) and Conklin’s (2005) work, Cutler provides the following 

outline of wicked problems, stating that they typically exhibit the following 

characteristics; 

 You do not understand the problem until you have developed a 

solution 

 Wicked problems have no stopping rile 

 Solutions to wicked problems have no right or wrong, simply better, 

worse or not good enough 

 Every wicked problem is essentially unique and novel 

 Every solution to a wicked problem is a “one-shot operation” 

 Wicked problems have no given alternative solutions 

        (2008, p. 3) 

What is clear is that some of the most pressing issues faced at this time are wicked 

problems including, global warming, food security and resource use. These wicked 

problems and some of the more mundane or domestic scale problem sets are most 

adequately addressed through approaches that are commonly observed in the 

processes of creativity and the arts. A high functioning innovation system must have 

creativity and the arts amongst the wider HASS disciplines embedded within it. Rittel’s 

(1973) wicked and benign problems illustrate that a collaborative multi-disciplinary 

and cross-sectoral approach will ultimately provide the integrated solutions that will 

underpin collective wealth. An outcome achieved through a holistic and 

comprehensive innovation system that scaffolds the construction of a dynamic 

innovation economy (Cultural Ministers Council, 2008, p. 3). 

The reasons behind the late arrival of creativity and the arts to the innovation agenda 

is complex and partly due to the sectors’ inability to clearly articulate and evidence its 

offering to the innovation system. If the creative sector is to successfully argue for an 

equal role and status to the hard sciences, then it needs to evidence that it can 

provide ‘as broad and profound an impact on society’ (Haseman, Keane, & Wissler, 

2004, p. 260).  

The extensive literature on this issue argues from a diverse range of perspectives for 

the place of creativity and the arts within the innovation system. Haseman & Jaaniste 

(2008) have condensed these into six distinct arguments: 
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1. The cultural argument 

2. Skills argument 

3. The knowledge argument 

4. The commercialisation argument 

5. The economic argument 

6. The systems argument 

  (2008, pp. 20-29). 

I will draw on Haseman and Jaaniste’s six arguments as a way of structuring the 

following discussion. It distils diverse and complex arguments for inclusion of the arts 

and creativity within the innovation system into a form that illuminates this 

dissertation without overshadowing the central discussion. This establishes that an 

innovation system that includes the HASS sector provides an industry setting that is 

conducive to the development of sustainable models of SCDP. 

The cultural argument 

The cultural argument does not make the claim that culture is a direct driver of 

innovation but provides a contextual setting for innovation. It recognises that people 

are the source of innovation and that a ‘climate of creativity’ (Australia Council for the 

Arts, 2005, p. 2), or a ‘creative culture’ (CHASS: Council for Humanities, Arts and Social 

Sciences, 2005, p. 3) provides people with a stimulating and vibrant living context that 

perpetuates creativity and dynamic communities that innovate.   

Florida (2002) has drawn attention to the cultural argument and the significance of 

place. He states that creativity is a key ingredient of the ‘milieu’ creative innovators 

require in the places they live.  Creativity drives the ‘new economy’ and creative 

innovators, according to Florida, are drawn to places with the following characteristics.  

Florida’s cultural quarter features; 

What’s there: the combination of the built environment and the natural 

environment: a proper setting for pursuit of creative lives 

Who’s there: the diverse kinds of people, interacting and providing cues 

that anyone can plug into and make life in that community 

What’s going on: the vibrancy of street life, cafe culture, arts, music and 

people engaging in outdoor activities- altogether a lot of active, exciting, 

creative endeavours. 

 (Florida, 2002, p. 232) 
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Needless to say, the innovative creative enterprises and industries follow talent. This 

argument for the role of creativity is popular among the arts community as it values 

cultural industries for their intrinsic worth as an essential ingredient to civilised, 

healthy and socially functional communities. Australian research supports Florida’s U.S 

based findings. The report Innovation in rural Queensland: Why some towns thrive 

while others languish (Plowman, Ashkanasy, Gardner, & Letts, 2003) places 

considerable emphasis upon creativity as an important contributor to collective 

innovation, sustainability and wealth. Stating among its fifteen observations and 

recommendations that the relatively more vibrant communities in rural and regional 

Queensland; 

  2. Encourage diversity in every dimension. 

  3. Encourage the public celebration of creativity and achievement. 

10. Encourage travel away from the town in order to bring ideas back. 

11. Encourage any mechanism that fosters the exchange of ideas. 

      (Plowman, Ashkanasy, Gardner, & Letts, 2003, p. 4) 

The principal author, Ian Plowman, stated in an interview on the program Bush 

Telegraph for ABC local radio NSW that; 

People who can think outside the square, have a different background to 

the majority of people, different sphere of interest, different ethnicity, 

different religious practices, anything, anything that makes them different 

gives us a richer pool of ideas that will help our towns thrive. (Plowman, 

2008). 

This research project both draws on and contributes to the cultural context of 

innovation. It has provided a working model of creative practice as a source of 

innovation that responds to and contributes to the regional context of Wagga Wagga, 

where the project was located.  

The skills or education argument 

‘Creativity, flexibility, and collaboration’ are skills provided through a ‘rich and arts-

based schooling’ (Haseman & Jaaniste, 2008, p. 21).  These skill sets are important to 

future innovation across the economy, independent of the sector that an individual 

may work in. The literature draws attention to the value of arts education in respect to 



64 
 

both pre-tertiary (Cultural Ministers Council and the Ministerial Council for Education, 

Employment, 2007, p. 3) and tertiary level education, where students develop skills to 

‘think outside the box’ (Metcalfe, Riedlinger, Pisarski, & Gardner, 2006, p. 9). In 2006, 

The Australia Council presented its Creative Innovations Strategy. It advocated for the 

role of the arts in a rapid transition of the economy toward a knowledge based and 

some argue creative economy. Its position on the value of arts education stated that;  

Collaborative, cross-disciplinary practice and research—the hallmarks of 

much artistic practice today—is an important prerequisite for solving 

complex issues and provides a foundation for new scientific discovery, 

knowledge and wealth creation 

 (Australia Council for the Arts, 2006, p. 1). 

In the context of this research on sustainable models of SCDP, the important and 

reciprocal relationship between knowledge, education, research and wealth is 

underlined. In the process, the research argues and evidences the position of the arts 

within the larger innovation agenda.  

The knowledge argument 

The knowledge argument positions creative practice and formal practice-based 

research as sources of new knowledge in their own right, that make a legitimate and 

valuable contribution to the Australian innovation system (Haseman & Jaaniste, 2008, 

pp. 29-30). The argument identifies independent creative practice (Commonwealth 

Government, 1994, p. 9), institutional modes of research (Strand, 1998, p. XX1) and 

cross-sector research and dialogues (Bunt, 1999) (i.e. HASS and STEM) as important 

elements of the contribution from creativity and the arts to innovation. The 

knowledge argument shines a light on the value of new ways of knowing, as evidenced 

in outputs that have aesthetic, material, performative or literary dimensions that 

progress humankind. The innovation could for example have a social dimension or 

value. Linkages illustrating elements of these arguments are evidenced within this 

research and have been documented in the extensive project outline that follows. 

The commercialisation argument 

The literature evidences that the commercialisation argument, for the inclusion of 

creativity and the arts within the innovation policy agenda, has been refined over 

time. Initially, the position was that HASS acted simply as a conduit for the 
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commercialisation of STEM sector based innovation, typically through communication, 

‘marketing and management’ (Haseman & Jaaniste, 2008, p. 30) and business models. 

That argument has since evolved to a point wherein the HASS sector is regarded as an 

equal partner to the STEM sector by achieving innovative outcomes. This position 

recognises the consumer’s role in driving innovative solutions, as witnessed through 

web 2.0 enterprise models such as; flickr, facebook or MySpace, enabling customers to 

effectively customise or tailor the product to meet their own needs. 

Design-led innovative enterprises that demonstrate enduring competitive advantage, 

such as; Apple in lifestyle electronics, Dyson in domestic appliances and Artemide in 

the high-end segment of the lighting sector are enduring market leaders. They have 

achieved their relative market positions primarily through the use of narrative and the 

masterly use of emotional appeal.  They have demonstrated that creativity, the arts 

and design do have a practical role in developing sophisticated innovative products.  

However, it is worth noting that impediments exist inhibiting the arts and creativity 

from achieving levels of commercialisation equivalent to other segments of the HASS 

sector. Examples include psychological counselling and economic consultancy 

(Gascoigne & Metcalfe, 2005, p. 5). Variations between disciplines capacity will 

obviously exist as a consequence of it ‘proximity’ in relation to existing commercial 

streams such as, in the case of economics, substantial revenues generated through 

government consultancies. However, it is said that change to government policy, 

university support structures and business and enterprises training for practitioners 

and researchers, will assist the commercialisation of core and ancillary I.P generated in 

the creativity and arts sector (Gascoigne & Metcalfe, 2005, p. 5) (Artz, 2008, p. 3). 

The economic argument 

It is difficult to establish a broad shared understanding of the nature and extent of the 

arts or cultural sectors’ role in the creative industries. It makes determining its 

economic impact to industry innovation problematic (Higgs, Cunningham, & Pagan, 

2007, pp. 4-5).  Early mapping indicates substantial size and growth rates in the sector 

(Throsby, 2003, p. 33).   
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Haseman & Jaaniste (2008) support this view stating that; 

the creative industries represent a significant industrial segment due to 

their current overall size, they have higher rates of growth rates than other 

substantial segments and that they have relatively high economic 

multipliers (2008, p. 27). 

This view that the arts and creativity play a significant and growing role in the 

innovation system and mainstreem economy is achieving wider consciousness over 

time.  

The arts and creativity are not only pushing innovation through their contribution of 

intangables such as styling, look and feel chatacteristics in products, for example. The 

impact is also one of ‘pulling-through’ technological innovations in the provision of 

content to new media platforms, as it has always done. Radio, television, film, digital 

games and podcasting represent significant technological development or innovations 

over time that have been ‘pulled-through’ by consumer demand for creative or 

cultural content (Howard, 2008, p. 4). 

The systems argument 

This argument utilises a mapping strategy to chart the ‘innovation value chain’. It 

views the sector as a self contained innovation system consisting of cultural 

institutions, educational and research institutions, independent practitioners and 

creative enterprises that effectively produce and commercialise cultural assets. This 

argument for inclusion of arts and creativity in the innovation system is largely driven 

by the capacity of CDTs in providing access to deep and valuable reserves of culturally 

significant knowledge and content. The cultural collections held immense value of 

social, cultural, scientific, technological and industrial importance, that until the 

revolution of digital platforms, it could be argued, were underutilised sources of 

innovation. 
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Audit of key exhibitions 

In the introduction, I established that the Australian studio craft and design sector has 

a sophisticated gallery network that shows a wide range of craft and design in both 

commercial and public institutions. This provides a revolving calendar of events and 

opportunities to observe practical developments and curatorial directions in the 

sector. I have chosen to focus on two recent and key exhibitions that have provided a 

comprehensive survey of practice essential to the artistic audit. I have focussed on the 

chosen exhibitions as each has particular relevance to the aims and objectives of this 

research. 

Freestyle: New Australian Design for Living 

In 2006- 2007, Object: Australian Centre for Craft and Design in conjunction with the 

Melbourne Museum staged the exhibition Freestyle: New Australian Design for Living. 

The exhibition showed at the Melbourne Museum before moving to Object Gallery in 

Sydney and touring elsewhere.  

The exhibition was curated by Brian Parkes, Associate Director of Object. Following a 

decade at the organisation, Parkes was well positioned to curate an exhibition 

reflecting a wide section of studio based craft and design practice in Australia. 

Interestingly, the title of the exhibition Freestyle: New Australian Design for Living, 

used the word design to identify the diversity of medium and approaches it 

represented.  

There was no use of the term ‘craft’, ‘fashion’ or ‘studio based practice’ which could 

have equally been applied. I believe this reflects an increasingly held view of studio 

based craft and design practice through a commercial framework.  

In his essay for the book accompanying the exhibition, Parkes describes his curatorial 

vision in the following terms; 

Freestyle presents almost as many different ways of developing and 

sustaining a design practice as the actual number of designers it features... 

The lateral thinking, entrepreneurial, ‘can-do’ attitude of many Australian 

designers has its genesis in those aspects of Australian culture that are a 

source of significant national pride... Australians have shown a certain 

capacity to make do with what is available at hand - often turning isolation 

to advantage and regularly innovating to adapt to the environment or 

circumstances of the day (Parkes, 2006, p. 14). 
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Freestyle showcased ceramics, furniture, fashion, glass, jewellery, lighting and product 

design. It was a valuable opportunity that informed the direction of my project after 

viewing it.  

Many of the works exhibited demonstrated the difficulty of developing and 

maintaining a sustainable practice in Australia. I recognise that a number of the 

exhibitors focused on producing one-off and strictly limited edition works, content to 

supplement incomes through work outside the studio. However, it was quite clear that 

few, even those working at the commercial or industrial end of the spectrum, could 

demonstrate genuine commercial success. That is, a practice with a sustained profile 

and income, generated directly from that activity which would afford remuneration 

appropriate to the designer’s level of education and experience. Exceptions existed 

including Dinosaur Designs, Crumpler and Fink among others. 

There was a noticeable absence among many exhibitors of a sustainable enterprise 

profile, with entrenched commercial structures such as identifiable product lines, 

branding, marketing, and distribution arrangements. Despite being capable of 

producing outstanding designs, this was particularly clear amongst those focused on 

developing furniture, homewares and lighting. 

The reason for this may be the lack of an integrated and mature design industry, as 

witnessed in Europe with established systems dedicated to manufacturing designer 

products, branding support structures and defined channels to market. These 

important components of the industry will always reflect the domestic market that 

drives innovation through demand pressures. Many of the designs in the exhibition 

looked isolated from these essential elements of commercial design enterprise, 

possibly reflecting a lack of scale and sophistication within the Australian marketplace. 

It is a problem that I have encountered in my own practice and confirm that this 

separation with industry was broadly experienced by designers.  

Freestyle also provided an opportunity to reflect on innovative approach that some 

designers have developed in response to the challenges they face. I noted that among 

the most professional, commercially dynamic and sustainable elements in the 

exhibition were the fashion designers and branded houses. It is true that this group 

generally utilises an accessible and affordable technology to produce products. Across 
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the board, the fashion cohort seemed to demonstrate an entrepreneurial vigour that 

is distinct from that generally found in the product, furniture and lighting fields. The 

fashion market is possibly larger for the fashion segment of the Australian design 

industry and, therefore, is more commercially sophisticated. 

A number of the product designers exhibited work that could be defined as 

speculative. A number of one-off prototypes looked to be motivated by a desire to 

extend the exhibitors portfolio, in advance of the next European pitch, where the 

product may have a better chance of finding a mode of production. On the other hand, 

many of the fashion designers showed a greater degree of interest in their own 

domestic market opportunities through independent brand development and 

marketing strategy with defined channels to market, including distribution. The 

contrasting approaches can in part be explained by the limited nature and extent of 

the domestic market for domestic or hard goods. The individual designer profiles and 

biographies included in the supporting volume to the exhibition support this view. 

McGillick provides hope to the designers focused on producing functional domestic 

objects. His essay in the catalogue that accompanies the Freestyle exhibition identifies 

Alexander Lotersztain to have an ideal approach, supporting a rapid rise to 

prominence as a designer in the Australian setting. McGillick writes; 

In the range of his activities, Lotersztain is unusual in the Australian context, 

and probably represents where Australian design needs to go- towards 

clarity of purpose within an equally clear understanding of its social 

responsibility, sourced to a vision of design as a mental process, rather than 

simply a generator of products. (McGillick, 2006, p. 28) 

Relative to many of his peers, Lotersztain’s practice is often anchored to social criteria. 

His work is clearly communicated, structured and dynamically entrepenurial. Freestyle 

and its accompanying publication reinforced the need for developing products with 

clearly defined narratives and the need for becoming more entrepreneurial in my own 

professional outlook if I was to achieve a sustainable model of practice in Australian 

design industry.  

In addition, it highlighted that while the government, industry, cultural agencies and 

media all have a role to play in the development of the industry the constructive task 

rests with the designers. Freestyle emphasised that the opportunity for designers like 
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Lotersztain, is to lead and construct - as an integral aspect of SCDP - significant social, 

economic and cultural change. It is a task that brings together creativity, industry and 

the entrepreneurial spirit. In this way, SCDP is more likely to be relevant and 

sustainable.  

Smart works – an opportunity for reflection 

The exhibition was described in the following manner on the back of the catalogue 

accompanying the exhibition. 

Smart works: design and the handmade looks at the work of over forty 

designers from Australia and New Zealand who are exploring the industrial 

production of their work while maintaining the integrity of the handmade, 

often combining traditional skills with new designing and manufacturing 

technologies (Cochrane, 2007,  back cover). 

The exhibition, symposium and catalogue provided a rich source of information to 

challenge and extend my own research. The diversity of approaches represented in 

this exhibition was gathered into the following media based groupings: jewellery and 

metalwork; ceramics, glass and resin; fashion and textiles; furniture. These groupings 

invited closer examination of issues and themes which are specific to media. The 

media based groupings also provided the chance to compare and contrast the various 

approaches of studio based craft and design practice in general.  

As an exhibitor myself, The Smart works exhibition has also provided me with an 

opportunity to access critical feedback on my own work, as well as to engage with a 

wider audit of 39 other practitioners, various writers and invited speakers, who each 

brought valuable perspectives to the event. The jewellery and metalwork grouping, in 

which my work and early stages of this research were located, included a diversity of 

approaches from sculpture through to jewellery and functional objects. 

The Smart works exhibition and symposium highlighted the difficulty of establishing a 

sustainable practice. The presentations delivered by many of the speakers described 

numerous hurdles and challenges including; manufacturing issues, distribution 

hurdles, financial difficulty, legal and intellectual property problems and general 

operational challenges.  
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What emerged from the event was that, in order to overcome many of these issues 

that enabled the development of a sustainable model of practice, it was necessary to 

develop an entrepreneurial approach. This broader vision of craft as a practice 

connected to enterprise was a perspective which I had not previously taken into 

consideration.  

The presentations and discussions revealed many and varied approaches to the 

problem and obviously different degrees of success. What was clear though was that 

the solutions were individual and specific to the operational context of the 

craftsperson or designer, their medium, skills and resources. I became aware that I 

needed to strategically identify and attain the skills and connections required to 

market, distribute and finance the operation. 

It was useful to compare and contrast my approach with that of my colleagues in the 

immediate jewellery and metalwork cluster. The Smart works exhibition and 

symposium assisted in finding the strengths and weakness of my project. For this 

reason it is useful to explore the similarities and differences between my approach and 

that of my peers. 

Shared and differing approaches to colleagues and peers 

The craftspeople included in the Jewellery and Metalwork section of the exhibition 

were; Robert Foster, Marion Hosking, Andrew Last, Donna Marcus, Gilbert 

Riedelbauch, Oliver Smith, Blanche Tilden and Phoebe Porter. I will discuss their 

individual approaches as these provide some important perspectives that have 

informed my research. 

Robert Foster 

Robert Foster has been an important influence and, at times, a mentor to my practice 

across an extended period of time.  His influence is profound in terms of shaping my 

insight to the discipline.  

Foster possesses a rare capacity to design distinctive products, and for engineering 

and constructing systems that put those products into limited production within the 

studio context. At the scale in which Foster works, this is unparalleled in the Australian 

industry, not to mention his reputation for producing distinctive one-off pieces, 

including vessels, lighting, accessories and jewellery. 
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Through this approach, Foster has achieved a model of sustainable practice that is 

tailored to his specific operational context: it is one that takes strategic advantage of 

his individual skills, resources and energy. Foster’s enterprise is inspirational but not a 

model of approach that suits everyone. I have a close knowledge of Foster’s approach 

and it is not one that I aspire to, or could necessarily attain and sustain. Smart works 

cemented this understanding and underpins the independent direction that I took. 

Marian Hosking 

Marian Hosking’s practice mostly focuses on jewellery. Plant forms were the dominant 

theme in the work she presented in the Smart works exhibition. Hosking makes one-

off work through traditional approaches to produce pieces that are intensely refined 

and delicate. She utilises casting techniques when appropriate, yet each piece remains 

highly dependent on the role of the hand relative to mechanised manufacturing 

approaches. The distinctive value in Hosking’s work is carried through the combination 

of imagery, materials and process that are woven together in her objects.  

Hosking’s work, within the context of the Smart Works exhibition, attests to the 

diversity of craft practice. It is not clear if Hosking’s model of practice is sustainable in 

the sense defined by this research; however it does highlight the value of craft 

methodologies as both a location for applied exploration of possibilities and for the 

synthesis of ideas.  

This important aspect of incremental refinement is manifest in Hosking’s work, which 

has evolved over time in a manner not unlike her biological subject matter. While her 

work is not a direct reference to or source of a sustainable model of practice that suits 

my context, it does tell of the virtue of the crafts as a methodology for the incubation 

of ideas and solutions.  

Andrew Last 

My practice shares a number of similarities with that of Last. He has a modular 

approach to constructing objects, often with aluminium and applying CAD and CAM in 

the development of his designs and their manufacture. Last also shares a similar 

interest in collaborating with industry. The difference lies in Last’s apparent desire to 

utilise the tools and collaborative engagements with manufacturing firms to 

predominately produce one-offs and strictly limited edition pieces.  
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My primary motive for collaborating with industry is to achieve outcomes that would 

be otherwise unachievable, and efficiencies that support a sustainable model of 

practice to be established through reliable reproduction.   

Last’s model highlights another perspective that views collaboration with industry as a 

creative opportunity, and not necessarily as an immediate route to sustainability. As 

stated, Last’s motivation for working with industry was not the pursuit of efficiency, 

but an amplification of his creative potentials, described by Lonie in her essay on Last 

in the Smart Works catalogue as a way of  ‘augmenting rather than replacing the 

legacy of silversmithing’ (2007, p. 42). Last is not immediately concerned with 

harnessing the potentials of industry for its inherent efficiencies that underpin 

sustainable practice, but instead, for the creative and technical extension they afford 

his practice.  

Donna Marcus 

Marcus produces metal sculptures that looked at first glance unrelated to my work. 

Her work makes resourceful use of discarded or used pressed aluminium kitchen 

hardware, including sink strainers and food steamers. She utilises them to construct 

spherical objects that are reminiscent of Buckminster Fuller’s geodesic domes. Marcus 

collects the materials from second-hand stores and fabricates these into objects that 

are described by Kubler in the following terms: 

Marcus’ sculptures, made from aluminium kitchenware she finds in 

secondhand shops, speak about nostalgia and memory through the use of 

recycled materials imbued with the past (Kubler, 2007, p. 46). 

Marcus was challenged to reassess the use of second-hand sourced elements when 

commissioned to construct and install several of her signature works in a public space 

in Brisbane. Her research led her to conclude, that the materials would not tolerate 

ongoing exposure to the elements.  

This issue, coupled with the scale of the project, prompted Marcus to investigate 

working closely with industry to complete the project. In this manner, Marcus could 

achieve the volume of work required for the project; the components could be 

manufactured to a reliable and certifiable standard and also serve as a collaboration 

that extended her creative potentials.  
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Marcus’ approach is interesting in that, through partnering with industry in a manner 

more significant than as a service provider, she was able to engage the industrial 

partner in the problem solving process. This led to a sustainable concept and outcome 

that would otherwise not be achievable when working alone. Marcus’ approach was a 

pragmatic response to her situation that provided new potentials to her practice 

without compromising her work. 

Gilbert Riedelbauch 

Gilbert Riedelbauch occupies an interesting niche using CAD and CAM technologies to 

produce one-off works. Riedelbauch extensively applies rapid prototyping 

technologies to manufacture jewellery and objects. His approach blends Rapid 

Prototyping with techniques more often associated with gold and silversmithing. Rapid 

Prototyping technologies are intended for industrial applications particularly 

mechanical engineering and tool and mould making. It was not primarily developed to 

produce finished objects in themselves, but rather to enable the closer evaluation of 

parts and components in the design development process, and for the generation of 

master patterns in the process of generating tooling for production. 

Despite convention, Riedelbauch applies RP processes to the generation of finished 

components. This subverts the intended application of the technology and blurs the 

line between the craftwork and the prototype, an attribute found in many of the 

works I exhibited in Smart works. I believe that RP brings two fresh aspects to 

Riedelbauch’s work. Firstly, it enables him to experiment with forms he previously 

would not have been able to produce; secondly, it enables him to develop a hybridised 

aesthetic, drawing from his foundational methodologies and responding to the 

opportunities that RP and other facets of digital approaches afford. 

Riedelbauch’s profile shares some similarities to mine. We both trained under Hansen 

and Kuhnen at the Canberra School of Art and we are equally versed in digital and 

traditional approaches. In spite of the similarities, key differences in our context 

influence each of the approaches we bring to recent work. 

Riedelbauch is employed full-time as an academic, a role that demands a significant 

commitment of time. It would be almost inconceivable for him to also pursue a 

commercial manufacturing arm to his practice. Riedelbauch’s academic role provides 
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him with direct access to RP printing facilities and explains his motivation to pursue 

one-off methodologies and work that thoughtfully applies the RP potentials.  

Oliver Smith 

Oliver Smith has been described as a silversmith who ‘specialises in hot-forging, he has 

developed a particular interest in putting his one-off items of silver cutlery into 

production in stainless steel and other metals and materials’ (Cochrane, 2007, p. 52). 

In terms of material, scale, technique and purpose, there is a significant contrast 

between the work of Smith and myself. Smith’s one-off work is clearly born of the 

traditions of the craft. Whilst his pieces are inspired by a classic modernist sensibility, 

they maintain an authentic originality and a tone born of the 21st century, with clear 

Scandinavian influences.  

Despite Smith’s skill and success in producing one-off works, he is motivated to 

explore ways in which he can successfully put his one-off designs into production. It is 

this respect that Smith’s work shares interest with and informs this research. His 

interest in collaborating with industry places the responsibility for the manufacture of 

the object into the industrial partner’s hands. Smith has increasingly identified ways to 

outsource aspects of the manufacturing processes required to produce his utensils. 

This releases him from the role of manufacturer and enables him to allocate time to 

making one-off works that constitute the research end of his practice. This is not to say 

Smith does not take lessons or new knowledge from his encounters with industrial 

collaborators. Like many studio craftspeople who engage in production work through 

industrial partners, Smith recognises that it is an exchange with potential for reciprocal 

benefit. He is quoted describing his perspective on this issue in Cochrane’s essay, A 

Material Approach: Ceramics, glass and jewellery: 

I look for opportunities where I can do what I do well and unite it with the 

strengths of another process, material or individual... the high level of 

skilled craft existing within industrial settings makes me seek opportunities 

where it can be given greater expression. Ultimately it is about making the 

whole greater than the sum of its parts... (2006, p. 55). 

In discussion with Smith, I realised we shared a similar problem in that we both 

continued to be involved in completion of the product, despite close and growing ties 

with manufacturing firms. In Smiths’ case, the final finishing details such as polishing 
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and edge qualities of his utensils, requires his close attention at critical stages of the 

production process. This remains necessary for his product to aquire the benchmark 

qualities that are essential to luxury products. I too, have found that industry has its 

limitations and constraints. To me, Smart works identified the importance to calibrate 

designs specifically to the industrial partner’s capacity without the need for personal 

intervention in the manufacturing activities. Only when this was achieved would the 

operation be truly defined as a sustainable entity within the terms of reference for this 

research. Evaluating the approaches of peers’ exhibiting in Smart works cemented that 

understanding and provided focus to subsequent action. 

Studio Hacienda - Blanche Tilden and Phoebe Porter 

Tilden and Porter came together in the exhibition Smart works as the collective Studio 

Hacienda. They have since moved back into independent modes of practice with 

occasional joint endeavours. The work they make independently and together is 

recognised for its merit through its inclusion in various collections and awards, 

including the Victorian Premiers Design Awards. 

In the Smart works exhibition, through their work and via a passionate presentation to 

the symposium, they explained the clearly defined separation that exists between 

their own work as individuals, and that which they produce under the Studio Hacienda 

brand. It was evident that each aspect of their practice was mutually supportive of the 

other and augmented their independent practice. 

Their presentation helped me to understand merits of branding for studio based craft 

and design practice. Brand provides a conceptual framework, giving clarity and 

purpose to aspects of practice. To that point I had struggled with the idea of how to fit 

the ‘commercialisation’ of an element of my work without it consuming my identity as 

a maker. Their clarity of purpose provided a blueprint for the direction that I would 

take in developing a commercial arm of practice, without compromising my ability to 

pursue one-off studio based outcomes. 

I attended the symposium that accompanied the exhibition with the motivation to 

identify the attributes of practices that appeared to be the most financially sustainable 

- without examining the financials of each participant that became a subjective 

exercise. During the event, what became apparent was that the signature profile of 
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the financially sustainable entities included key criteria such as a series of product 

lines, clearly defined branding, marketing strategies and distribution channels. The 

most successful had clarity of approach, which from the outside enabled their practice 

to be understood on an intuitive level. They clearly stood for something and went 

about producing a product that exemplified that unique vision.  

Literature overview 

The review of literature has provided clear direction to the research by identifying 

important considerations for the project that would contribute new knowledge toward 

implementing my own sustainable model of SCDP.  

I have outlined a considerable literature relating to markets, manufacturing industries, 

enterprising approaches, computer driven technologies, complex economic change, 

federal policy platforms, innovation and cultural policy, exhibitions and existing 

models of SCDP. These have provided a framework for establishing existing knowledge 

in regard to the scope of this research and indicated directions to pursue in 

establishing new knowledge and, in the process, a sustainable model of SCDP.  
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Chapter 3: SCDP & The influence of Computer Driven 

Technologies 

Introduction 

CDTs are rapidly transforming the way that SCDP is practiced. As a relatively new ‘tool’ 

to SCDP, it is still being negotiated into wider general practice. As its application to use 

in craft and design matures, it appears to offer exciting opportunities to the discipline. 

These include new technological, applied, creative, conceptual and commercial 

opportunities (Press, 2007, p. 252).  

The importance of CDTs is raised throughout the thesis. It is evident in the design of 

work, in its manufacture and marketing. CDTs were central to establishing a 

sustainable practice, particularly through providing a common language for exchange 

with industrial collaborators.  

Digital Technologies  

In this section, I will outline discussions that have informed and rationalised the use of 

CDTs. The decision to incorporate digital technologies in the craft and design practice 

is something that most practitioners have faced, or will need to face in their own 

terms. Digital technologies are transforming the manner in which it is possible to 

develop and produce work. It has transformed communication, providing the 

unprecedented access to information and a portal to niche market segments 

worldwide.  

However, there are reservations from some to the opportunity that this new 

technology offers. The reasoning for this is complex and includes an awareness of the 

massive commitment of time it requires to become fluent with the new modes of 

practice. At other times, reservations arise over the impact of CDTs on the aesthetic 

and content of work produced. 

Susan Ostling discusses the blueprint or vision of SCDP (in some realms at least) as a 

way to explain the pockets of resistance that remain to the use of CDTs, particularly 

from the craft ‘purists’ who see it as threatening the fabric of the discipline. Ostling 

contrasts this to the more general acceptance among studio-based craftsperson or 

designer of new technological tools within the discipline (Ostling, 2004, p. 1).  
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Interestingly, Ostling also briefly examines myths surrounding the positions held by 

William Morris and John Ruskin - the fathers of modern craft movement (Ostling, 2004, 

p. 1). She suggests that Morris and Ruskin’s preoccupation with the practice as the 

antidote to ‘the dehumanising effects of factory labour and the machine’ has had the 

unintended consequence of casting craft in the realm of disciplines that are ‘out of 

touch and out of time’ (Ostling, 2004, p. 1). 

This is perhaps the intention of craft, or a possibility that it affords. To use Ostling’s 

(2004) term, it is a conscious mechanism to operate ‘out of time’, to transcend time in 

a manner that eludes the physical human condition. Timelessness could be close to 

transcendence. On a deeper subconscious level, to cross the digital divide may be 

equivalent to forgoing that transcendental aspect of the medium. To those being out 

of touch and out of time today, may mean remaining unplugged. 

As evidenced by the line of investigation pursued through this research, I was not 

deterred from incorporating CDTs into the model of sustainable SCDP, on the basis of 

the arguments above. That is not to say that I have not considered the impact of 

negotiating a whole new approach into an established mode of practice. The role of 

the hand has continually resurfaced throughout the research. The most common 

theme is the role of the hand in the defining SCDP and as a quintessential ingredient of 

the discipline. Digital methods remove the artist from direct contact with the material, 

challenging the notion of craft as fundamentally a hands-on process (Herrold, 2004, p. 

1). But of course the crafts have never been strictly defined as hands-on process. The 

skills and processes bound up in the crafts disciplines are very much an evolved 

process that, in almost all instances, employs tools and technologies to achieve its 

outcomes (Press, 2007, p. 262). 

I have embraced CDTs in understanding their natural fit with SCDP. The technology has 

amplified my creative opportunities and provided alternate approaches for design 

thinking. The outcomes achieved would not have been possible in any other way, 

particularly with the economies of time and resources that CDTs afford. Computer 

aided design (CAD) also provides the space for visualisation with an interface and tools 

that are intuitive to the designer/maker way of thinking.  
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There remains an odd compression of vital information in developing 3-dimensional 

objects in a 2-dimensional realm that is the monitor. However, once I became attuned 

to those considerations, the interface offers a richly rewarding opportunity for 

immersion in the process of designing- in a manner that feels remarkably similar to 

that felt when working directly with material. The same sense of absolute immersion 

and flow that is experienced when working metal with the hammer is absolutely there 

when facilitated by digital tools. 

This research has demonstrated that CDTs offer new potential. I have changed my 

practice through harnessing CDTs to communicate with industry and established 

cooperative and collaborative working arrangements. In this way, I was able to develop 

a commercially sustainable model of practice.  

CDTs Functional role  

The value of CDTs ultimately lies in its functional attributes. No one is going to invest 

the time required to learn the software without that effort resulting in returned 

benefit. The fact is CDTs provide the user enormous functional benefits including; 

creative opportunity, transformative functions for practice, and most significantly in 

connecting with computer aided manufacturing (CAM) opportunities (Harrod, 2007, p. 

226). In this project, computer generated files were sent to various third parties, 

including to collaborators overseas, interstate and around the corner.  

CDTs and productivity 

CDTs have an extraordinary ability to both heighten and reduce productivity. As an 

example, they sap large periods of time when learning to use them in the same way 

that learning any other skill does in the applied arts.   

While the process of developing the object through CAD can be time consuming at the 

front end of the process, it does offer productivity gains at the back end (Harrod, 2007, 

p. 233). The opportunity to edit products quickly has facilitated flexible production and 

product platform approaches to design, in the context of market driven desire for 

‘mass customisation’. CDTs provide SCDP the opportunity to make substantial 

productivity gains and support the development of a sustainable model of studio craft 

and design practice. The model of practice developed through this project reflects 

these new opportunities for SCDP. 
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CDTs - a boundless new dimension for survey, exploration and experimentation 

CDTs have provided an alternative dimension for the individual practitioner and for the 

discipline as a whole to operate. Prior to examining CAD through research in 2007, I 

had little understanding of the true potential of CDTs to inform, extend, challenge and 

leverage practice. While the initial motivation to apply CDTs within the practice and 

research was for its ability to provide a common language with industry, its most 

unexpected contribution has been creative and critical opportunities. CDTs continue to 

transform the way we work and think with profound implications for creativity beyond 

direct functional outcomes (Harrod, 2007, p. 226). 

The extent to which the discipline has absorbed and applied with CDTs is making an 

increasingly significant impact on the discipline. It provides new and evolving 

potentials, including collaboration. New communities of practice are emerging through 

platforms for shared symbolic representations of action. This is possible via 

sophisticated interfaces and virtual workspaces. I have come to understand that, while 

the technology may initially be developed and adopted to meet a functional goal, over 

time it is absorbed deeper into practice. In this way, it can be extended to the task of 

thinking through ‘digital or virtual’ material in exactly the same way the craftsperson 

does with the more ‘traditional’ tools and materials. 

CDTs – an extension to the tool kit 

The CAD software is remarkable in its capacity to facilitate and inform highly 

considered judgement. It enables the designer to specify in exacting detail and to 

resolve engineering problems. It is without peer in accounting for tolerances and 

enables the object to be visualised on a level not previously known. Rendering 

software allows for materials to be accurately represented. This enables the 

transparency or opacity of materials to be represented as can surface textures and 

pattering through bitmapping (Bottomly & Goodwin, 2004, p. 3).  

The initial sense is that the technology - by nature - would carry out some of the work 

for the designer. Like any other technology or tool, its effective use is determined by 

the skill and judgement brought to the technology. The ability to use the technology is 

as hard to learn as the hand craft skills and material knowledge in any manual craft 
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discipline. As evidenced through this research, the use of digital tools is not an easy 

way out.  

CDTs shaping outcomes 

There is a risk that the product of CAD software can be shaped not only by its author, 

but also bear the mark of the software that brought it to life. This suggests a kind of 

‘technological determinism’ (Harrod, 2007, p. 229) in which a visual culture is created 

by a prevailing technology. The studio crafts have at times been brought to task over 

the application of technique simply for the technique’s sake.  

While the disciplinary based approaches are valid and valuable traditions of practice, 

measured judgement must be brought to critiquing appropriate applications. The 

questioning of technique, medium, material or approach does not attack the validity of 

the object; instead, it questions the coercive capacity of the medium and, in this 

discussion, the power of the interface in shaping outcomes. The same levels of 

criticism must be brought to the use of CDTs as to the traditional modes of SCDP. 

CDTs providing collaborative opportunity 

The CDTs have provided a common platform that is accessible by those who have the 

skills and resources to do so. It serves as a conduit for a whole array of complex 

exchanges. The most advantageous feature of the technology is in convening aspects 

of practice that were once undertaken in an infinite variety of ways. This has occurred 

without compromising or dispelling the established approaches, and presented an 

alternative.  

A similar impact has occurred through the wide uptake of internet software and 

products. This requires a level of standardised infrastructures. For example, most 

people now possess an email address and a digital camera so that they can - if they 

wish - share digital images. Similarly, most people can use word processing software to 

author a letter. In many instances, a digitally processed letter is the expected norm. 

Who would type a letter on a typewriter that required an envelope and a journey to a 

post office?  The point is that digital infrastructures have been established and these 

have grown and provided a new industrial setting. Even the smallest factories now 

generally operate on digital platforms across the Australian manufacturing and 

industry sector. Almost without exception, the same digital language is spoken or can 
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be easily interpreted through standard file types. This is a vast resource and it provides 

an unprecedented cooperative and collaborative opportunity to the resourceful and 

entrepreneurial studio based craftsperson and designer. Hooper describes this 

development writing that; 

The [craftsperson], designer, sculptor or artist [has] become a conductor of a 

productive orchestra or can he or she really lay claim to being the creator of 

the work. Perhaps he or she has become both the composer and conductor 

as an architect is in the creation of a building (Hooper, 2004, p.4). 

The tendency for the new digital technologies is to encourage collaborative working 

methods. The reason for this is that capital required for the machinery and equipment 

used in the process is expensive and the skills specialised. In this way, the 

designer/craftsperson may design an object on their own software supported by their 

own hardware and operating system. In most cases, the production of the object in 

Rapid Prototyping is outsourced to a provider.   

CDTs providing communication opportunities including critical feedback 

The remote exchange of information is also made timely and achievable on a flexible 

basis for all parties involved. CDTs have enabled the maintenance of collaborative 

critical networks. Working in a regional centre such as Wagga Wagga has considerable 

advantages; however, the fact is that the formal and casual exchange of ideas that is 

possible in a larger urban centre with a critical mass of peers is not possible. Via CDTs 

and a little more effort, it is possible to seek critical feedback on ideas and work from 

colleagues irrespective of time or place. I relied on this attribute of CDTs for fostering 

dialogue to the advancement of this research outcome. 

Conclusion on CDTs 

As new technologies emerge, they are adopted and applied to solving problems and 

addressing need often in a wide variety of ways. The rationale is generally one of 

economising process. Increased efficiency is important to the studio crafts and was 

described earlier as a ‘functional’ aspect of CDTs benefit.  

The studio crafts and design possesses a unique disposition for exploratory play and 

experimentation. This is evidenced in its capacity to grapple with new technologies and 

to find new use scenarios for emerging technologies.  Craft and design practitioners 

have been described to possessing a ‘hacker mentality’, with which they occupy and 
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interrogate technologies within the discipline, often unearthing future applications and 

ancillary intellectual products. This aspect of the discipline is set in its DNA. It is not 

necessarily a trait specific to our time, but traditional to our craft (Bottomly & 

Goodwin, 2004, p. 1). The implications of this provide advantages to the discipline 

itself but also to wider sectors of the community and economy. These have been 

discussed in detail in this and prior chapters and will be evidenced through the 

discussion of the project that follows.  

Gilbert Riedelbauch (2004) is an Australian pioneer of incorporating digital 

technologies into crafts practice. His position on the matter could be defined as the 

principle of appropriate use (2004, p. 5). His argument is that SCDP provides a filter 

that is built of principals, knowledge and understandings that underpin judgement as 

to what is an appropriate application of the technology.  

The subversive independence with which elements of the discipline engages CDTs is 

interesting and is an aspect of the discipline’s innate profile. However, the key point of 

interest to this paper and the search for sustainable practice is that CDTs are an 

opportunity for leveraging sustainable practice.  

Libby Curtis clearly identifies a role for CDTs in a sustainable model of SCDP writing 

that; ‘through the integration of digital technology, craft businesses can not only 

become more economically sustainable, but in so doing can redefine craft-based / 

designer-maker practice in the 21st Century’ (2004, p. 2).  
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Chapter 4: Practice-based investigation 

Introduction  

This project has sought a model of sustainable craft practice. It is an objective that has 

proven to be a particularly complex and enduring challenge in Australia for the modern 

studio craft and design movement.  

The modern Australian studio craft tradition has generally viewed the discipline on a 

craft-as-art bias. This approach encourages a vision of the studio crafts that 

emphasises the medium as a vehicle for expression - like an artist uses paint. 

However, the diversity of practice in Australia accommodates another approach that 

draws from natural connections between the studio crafts and design. Individuals 

working in this way are often interested in limited production techniques to 

manufacture craft and design products that have a commercial vision and, generally, a 

functional basis for domestic or lifestyle use. Many studio-based craftspeople and 

designers, including myself, conduct a practice with clear connections to both visions 

of studio craft. The focus on developing a sustainable model of practice within this 

research will place this investigation at the craft-design end of the spectrum and 

incorporate both CDTs and industrial manufacturing collaborators.  

In the opening section of this exegesis, I established that sustainable models of 

practice are a problem faced by many studio-based craftspeople and designers 

working in the Australian setting.  

The growing interest in craft and design approaches is, I suggest, recognition of the 

economy in which the discipline operates in Australia which reflects the efforts of 

craftspeople to establish sustainable models of working. This project will look at 

developing a model of practice that recognises the realities of its setting.  

There are obviously other frameworks for viewing SCDP beyond those outlined above. 

I have found the classifications of Exhibition, Commission and Production to be useful 

and widely applied for the description of working models throughout the industry. 

These need not be mutually exclusive, but can be assembled as important elements 

within an individual’s practice. Together, these can provide methods for working which 
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are mutually reinforcing. Robert Foster, as quoted by Cochrane, describes this 

approach; 

I don’t draw an ideological line between my one-off works and FINK...[ 

Fosters commercial design and manufacturing business] I have learned to 

see them as notions of operation, that dwell on a sliding scale between 

objects only made possible via handmaking, through to the objects only 

made possible by manufacturing technology (Cochrane, 2007, p. 64). 

Unlike my exhibition work, commission work has not been a particularly important 

part of my practice at any point in my career. The process of manufacturing one off 

works for exhibition has enabled me to investigate conceptual, technical and aesthetic 

ideas in an autonomous manner. This is a flexible setting where constraints are 

generally self imposed. In a professional sense, it is the location of research and 

development. 

It is important to highlight the contribution that this aspect of practice has and will 

continue to make in parallel to this research, placing emphasis on production work as 

an avenue to achieving a sustainable model of SCDP. 

The various challenges that this process has presented have encouraged me to acquire 

new skills and knowledge. As a craftsperson the object is generally the focus of your 

work, but this project has taught me that sustainable practice requires a wider set of 

considerations. 

These include material and immaterial elements, and in particular, the system that 

surrounds the product. This is a reference to the design ecology that includes social 

and environmental concerns as well as commercial imperatives such as 

entrepreneurial approaches, business acumen and knowledge of digital and 

manufacturing technologies. Many of these have been raised in the contemporary 

frameworks to this research in chapter 1, 2 and 3. The important and most difficult 

aspect to this project is developing a solution that reconciles all these features in 

establishing a sustainable practice. The following chapter outlines how the practice-

based aspects of the research evolved to achieve the outcome presented. 
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Part 1: An analogue approach 

Liquid Assets 

This was the first practical work undertaken in the research. It was an applied method 

to establish a direction forward. The object prompted discussion and raised questions 

that would define my understanding of the parameters of the research. I will outline 

those in the evaluation of the object. 

 

 

Figure 2: Liquid Assets, (Wallet). Anodised aluminium, delrin™ and stainless steel 
fasteners. Length 110mm, width 70mm and height 19mm. 
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Description 

Liquid Assets is a robust prototype wallet. It consists of three primary components, two 

fasteners and a hinge pin. Its dimensions are determined by its functional role as a 

wallet. The internal space accommodates several standard commercial plastic cards, 

folded cash and standard format business cards.  

The ‘body’ of the object is made from Polyoxymethylene (POM), commonly known as 

Delrin under DuPont's brand name. Its lid and retainer are anodised aluminium. The 

object is hinged and its components fastened at a single point. The most striking 

feature of the object is the surface of the aluminium lid. It has a consistent wave form 

pattern across its entire length, echoing the movement of turbulent body of water. 

Motivation 

There were various reasons that I focussed on developing a wallet. I had previously 

designed and made an entire series of tote-bags sharing a similar scale only worn over 

the shoulder. The wallet occupied similar territory and was a logical place to start this 

project. Motivation for designing and making wallets was also tied to the fact that I 

needed to develop a product that could be produced in a limited production model. 

This encouraged a focus on a product that could command a high price point in the 

market. As a luxury personal accessory, the wallet seemed to satisfy that criteria. On a 

technical level a wallet was relatively small. This limited the amount of material 

required and tooling costs if the product was to be produced outside the studio.   

Another important consideration was the desire to minimise the number of 

components. To do so provides a considerable cost advantage in the manufacture and 

ultimately the viability of the product. It is a criterion that is applied to all the 

prototypes and design development carried out throughout the project. 

Manufacture 

This object was produced entirely within the studio using manually operated 

machinery and hand fabrication techniques. The body of the object was machined 

from a solid block of Delrin™ and hand finished. An even surface was achieved by glass 

bead blasting - often called sand blasting. The lid and retainer were manufactured in 

the same manner and then anodised.  
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Evaluation 

On a functional level the product satisfied the essential criteria appropriate to a wallet. 

However, the prototypes weight and bulk limited its appropriateness for wide 

application and everyday use. The patterned surface was difficult to efficiently produce 

with industrial systems of production. It also was prone to catching on clothing and 

diminished the functionality of the piece. 

This piece is an example of a work that would unlikely to be produced without direct 

manual studio craft approaches. As the piece was produced it became clear that the 

patterned surface was not appropriate to daily use as it required additional material 

thickness which added bulk. The next evolution would require the patterned element 

to be eliminated and the case to be reduced in size and thickness. The materials for the 

components would also be switched to explore the impact of that variable.  

The prototype encouraged me to consider the appropriateness of the object in relation 

to the aim of developing a sustainable model of SCDP. It also prompted me to consider 

if the studio was the appropriate place to manufacture a product that would provide a 

sustainable practice. These questions and others that subsequent prototyping posed 

began to clarify the parameters that would guide the research in achieving a 

satisfactory outcome. 
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Two-Part  

Description 

Two-Part is a wallet made of two components. As in the previous prototype, the wallet 

is made from anodised aluminium and Delrin™, this time the materials used in the 

body and the lid have been switched. The interior contents retainer was omitted from 

this design to provide more internal space. The lid incorporates a subtle concave 

contour. The closure mechanism is provided by the inherent flexibility of the Delrin™ 

and the addition of a small depression in the end wall of the aluminium body. In figure 

3 it is possible to see the closure spigot protruding from the lower side of the lid.  

 

 

Figure 3: Two-Part, (Wallet). Anodised aluminium, delrin™ and stainless steel fasteners. 
Length 110mm, width 67mm and height 17mm. 
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Motivation 

This prototype was designed to overcome the issues raised by an evaluation of the 

previous work. Therefore I eliminated all the unnecessary elements in an attempt to 

achieve the most direct and streamlined solution for the object. The motivation was to 

make it easy to manufacture and easy to use. The focus was on the refinement of the 

relationship between the lid and the body of the object. Another motivation was to 

look at the contouring of the lid to identify the impact it would have in terms of 

comfort as an accessory in a pant pocket. 

Manufacture 

As in the previous piece, I produced it in the studio using manually operated machinery 

and hand tool techniques. 

Evaluation 

This piece is very pared back. It is a blank canvas concept that needed additional 

refinement in proportion, scale, finish and materials to achieve a level of resolution 

that justified limited production. However, the reduction of components and the 

increased functionality relative to the previous work represented a move forward.   

The whole concept required a refinement and a distinctly novel approach to elevate it 

beyond the standard formula. The next prototype needed to be more dynamic and 

inspire a sense of theatricality when used. This is an emotional quality that I aspired to  

amplify in future pieces. 

A more important issue was that I was increasingly aware that these prototypes did 

not address the need to develop designs for limited production. I was convinced that 

the only way of working toward a sustainable model of SCDP would be through ties 

with manufacturing firms.  However I could not see an immediate way of establishing 

that connection. Despite this, I continued to manually produce prototypes that I hoped 

could lend themselves to limited production. 
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Money Trap  

Description 

Money Trap is a wallet made of hard black plastic that incorporates convex and 

concave surfaces that are proportioned to the scale of the hand. The interior reveals a 

rectangular void for commercial cards and cash. In accord with Liquid Assets and Two 

Part this prototype adhered to the ‘two component’ structure, incorporating both the 

hinge and clasp. However, in this design I changed the articulation that connects the lid 

and the body of the wallet. The mechanism is now a pivot as opposed to a swivel 

mechanism. In this way the object opens and closes in a horizontal plane, as in a 

scissor like action. This movement acts to either reveal or enclose the contents of the 

wallet closing with a snap - hence its name Money Trap. The pivot point assists with 

the orientation of the object and signalled the method of operation. The pivot hinge is 

machined from aluminium and potentially is a site for labelling or branding.  

 

 

 

Figure 4: Money Trap, (Wallet). Anodised aluminium, delrin™, and stainless steel 
fasteners. Length 110mm, width 65mm, height 20mm. 
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Motivation  

This piece was motivated by the aim to make the wallet an extension of the user’s 

persona. Instead of being a benign object - as the previous two were - I was 

determined to develop a wallet that provided an element of theatre when used.  

Manufacture 

The final form of this piece emerged during the manufacture. I began to machine the 

object despite only having completed rough sketches of the initial geometry for pivot 

and closure. This was because I wanted to see the result of a process where the final 

aesthetic decisions were determined by working directly with the material, in the same 

manner that many sculptors work when carving clay.  

Shaping the external form was guided by the need to provide an appropriate shape for 

the pocket and hand. The clasp design required that the body and lid could be prised 

apart, allowing the lid to disengage from the body of the container before pivoting 

aside. This requirement led to the idea of the concave sides, providing excellent hold 

points.  The rest of the form evolved around that criteria.  

Evaluation 

I now had a set of three prototype wallets providing an important platform for 

discussion about the direction of the project. The process had made me increasingly 

aware of the limitations of manual analogue approaches for developing sustainable 

models of SCDP. The issue being that the prototypes I had made were not appropriate 

for limited edition studio production. They were simply not efficient to produce, nor 

were they calibrated to manufacture in an industrial setting.  

Consequently, I needed to adopt a distinctly different approach for both, developing 

designs and connections to a sustainable model of production. To achieve that I was 

beginning to believe that computer driven technologies CAD and CAM may be the 

extension required to my analogue skill set. I began to learn about computer driven 

technologies and developed my understanding of what this change of approach meant 

to the direction of research.  

In parallel to my focus on CDTs I decided to continue to produce manual prototypes. 

This approach was justified by the fact that each manual prototype contributed to a 
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refinement of my understanding of the research goal. It enabled me to develop a 

better understanding of the place that manual techniques have in my practice and the 

contribution that they have in a sustainable practice. The fact that I had determined 

that CDTs would now be co-opted in practice did not mean that manual approaches 

needed to be entirely superseded. I produced the next prototype DayPort hoping to 

further refine my direction and, at the same time, in response to a suggestion that the 

wallets should be scaled up into bags.  
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DayPort 
 

 

 

 

 

Figure 5: DayPort (tote- bag). Anodised aluminium, delrin™ and synthetic strap.  

Length 180mm, width 100mm, height 45mm. 

 

Description 

DayPort is a small tote bag designed to accommodate a small collection of personal 

items. The idea was that it could contain a wallet, phone, glasses and a small diary or 

makeup. The main body is machined from a solid block of aluminium that is anodised. 

Access is provided through a black nylon lid which, like the casing, is also machined 

from a solid block of material. At the side of the lid are blades that stop objects from 

falling out when it is opened, while worn around the neck or carried over the shoulder. 

The black synthetic shoulder strap is almost entirely rebated into the surface of the 

main casing, rising only slightly above the surface where it acts as a bumper to guard 
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against surface wear. The strap is tensioned in position by two nylon keepers that the 

strap is forced to pass through. The length is adjustable by a thumb tensioned cam-clip 

that locks it. An additional small nylon plate is located into a void in the back face of 

the casing. This is intended as a place to locate branding or decorative elements.  

The combination of materials and finish present a united vision of refinement, 

economy and purpose. It also shares a language common to that used in the design of 

electronic goods. This is an intentional association that leverages notions of value and 

style on established product benchmarks such as the latest model Apple products.  

Motivation 

At this stage of the project I wanted to continue the development of personal 

accessories by exploring the impact of a shift in the scale from wallets to a small bag. . 

In setting myself this task, I wanted to explore what opportunities this might present 

and how it might challenge my solutions or consolidate a future direction for the 

project.  

The bag followed a similar approach to the series of wallets through simplicity by 

reducing the components to the bare minimum without compromising the products 

capacity to function. The rationale for this approach is to minimise the costs of tooling 

and ultimately production, eliminating the amount of elements to handle through the 

when manufacturing and assembling the product. Also, by reducing the number of 

components, the object has less ‘links in the chain’ which decreases the likelihood of 

breakage and complication. 

The larger size of this object compared to the preceding prototypes provided the 

chance to include a shoulder strap. My intention was to find a way that involved the 

least amount of additional components. I had the idea that the strap could be used as 

a mechanism for binding the components together, in addition to its immediate first 

function role as a handle. 

Manufacture 

DayPort is an example of the process I often use when developing new one-off works. I 

often begin without having a fully resolved plan for the object, feeling out design 

solutions as the object evolves.  That is not to say that I do not have overarching 
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guidelines to steer the project.  The central guideline of the work was the relationship 

between the lid and the casing to secure objects. The second guiding principle for this 

piece was the relationship between the shoulder strap and the casing.  The creative 

and innovative aspects of this work laid in the interaction of these two elements.  

 

 

 

Figure 6: DayPort, (tote bag). Major components during manufacture: Body, lid and 
strap coupler. Note sectional sketch plans for coupler fitting. 

 

At this stage of the project I had commenced the process of learning how to operate 

CAD software, but I had not yet developed the competency required for its use in 

design development. The visualisation and planning of the objects remained reliant on 

drawing and model making. While I undertook a large amount of speculative technical 

sketching to design the technical elements such as components, fits and structures, I 

did very little sketching to determine the shape, form and look of the objects. 
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Aesthetic concerns remained subordinate to scoping for technical and material 

opportunities. 

The pieces were then machined from the solid material blanks by the manual milling 

machine. This is a very time consuming process which would remain so even with the 

application of mechanised CNC equipment in industry. During this process, I was able 

to make decisions about the proportion of the elements within the piece and to tailor 

its characteristics according to the way they emerged. This is a playful approach that 

provides the experience of modelling directly with the material of manufacture, 

informing decisions attuned to material and technique. Through the process I was able 

to reduce the intended thickness of the casing walls and to increase the depth where 

the shoulder strap is rebated. Modelling directly in the material can inform decisions in 

a manner that is impossible with CAD software or when carving foam for instance. 

The finish of this piece is highly crafted and required many hours of hand finishing with 

files and emery paper. For example, the external radiuses were all achieved by hand 

despite the apparent industrial aesthetic. The finish was achieved as per prior works. 

Evaluation 

Both positives and negatives outcomes were observable in this prototype. I have 

outlined those below; 

Positive Outcomes: Product platforms 

The motivation to reduce components including the use of the strap as an integral 

structural element led to the understanding of ‘product platform and families’. This is 

the development of a clearly defined approach to design, manufacture and assembly 

used extensively in the fields of engineering and industrial design.  It is a technique 

used for its efficiency benefits, capacity to establish a unique selling proposition and 

competitive advantage.  

The use of product platform- to which the mechanism for coupling components in 

DayPort lent itself- was a strategic design tool fostering sustainable approaches to 

enterprise and is defined by Otto as; ’one that allows for swapping of modules to 

configure multiple products in a family’ (Gonzalez, 2000, p. 1). Otto goes on to describe 
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how the motivation for the emergence of this kind of approach is connected to 

competitiveness and sustainable operations. He observes that;  

In an increasingly competitive environment, companies find themselves 

needing to offer a larger variety of products while at the same time having 

to do so under ever more limited resources (Gonzalez, 2000, p. 1).  

This approach was an important consideration for my project. In seeking a sustainable 

SCDP I needed to consider the whole structure of the approach if I was to integrate my 

SCDP to the delicate metric that facilitates a sustainable practice.  

A way that many firms have successful achieved product diversity and balanced this 

requirement with the need to reduce resources consumption is to launch product 

families based on a common platform. (Gonzalez, 2000, p. 1)  

DayPort was the first step in developing designs that can be varied by transplanting 

various optional components. This allows detail changes and the potential for 

customisation of the product.  This was possible because all the components that 

DayPort is made of clip together without the need for a single screw. Only the lid 

requires a hinge pin which is itself held in place through ‘press-fitting’.  

Negative outcomes: Functional deficiencies 

A series of negative elements were present in the work. These included the excessive 

weight, potentially a derivative look but most importantly the prototype’s dislocation 

from sustainable modes of manufacture. As a handcrafted object I believe that its 

weight is acceptable but not when placed in a commercial framework. As a commercial 

accessory it needs to appeal to a wider audience than the bespoke one-off, 

handcrafted work. Also, on reflection I may have become a little lax on the 

thoroughness of planning the aesthetic aspects of this and the preceding works. 

Derivative look 

I have already briefly discussed the look of the work. I raised the idea of the aesthetic 

taking cues for its design from established products that are benchmarks to design and 

the commercial realm. While this is a useful device, it is on reflection a risky one. The 

danger is that in attempting to leverage perception of value and acceptance in the 

marketplace via association to exemplars, it may be interpreted as a cynical and 

derivative approach. It also risks undervaluing my foundational skills as a SCDP 
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practitioner with the capacity to ‘author’ original and distinctive designs. In 

subsequent works I have attempted to incorporate my own aesthetic into the work to 

avoid this potential trap. 

Overcoming the separation from industrial modes of production 

DayPort brought to a head an important issue that I had avoided throughout the 

project to date. At this point in the project I had not considered the full implications 

that the transition into limited production held. The approach I had used drew heavily 

on my skills as a craftsperson and my ability to produce one-off works. This generated 

useful prototypes but they remained detached from the mainstream modes of 

production which are essential, in one form or another, to achieving a sustainable 

practice. It became clear that I needed to re-evaluate my approach and consider 

industrial manufacturing constraints when formulating new designs. 
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Part 2:  A digital approach 

In Part 1 of this chapter, analogue approaches, I flagged my intention to apply CDTs to 

the research goal of establishing a sustainable model of SCDP. This section will 

document how that approach has been important and positive for the design 

manufacture of the prototypes and products that follow.  

The following two prototypes; ublo wallet and the SpecsCase were developed 

concurrently. They are the product of practice-based research into digital techniques 

as a means of building functional connections between studio craft and design and 

industry. In each case the design has been developed largely through CAD approaches. 

The difference lies in the method of production applied to the manufacture of the 

prototype, but most importantly, each interrogates an alternate model applied to its 

ultimate manufacture. The ublo wallet was largely calibrated to a hybrid approach 

consisting of manual modes of manufacture and CAM in the studio. The SpecsCase was 

directly connected to industry and strategically took advantage of rapid prototyping 

technologies. This divergence in the mode of production had profound implications for 

the potential of the prototype to achieve a sustainable outcome.  
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The ublo wallet 

Description 

The ublo wallet is a hard case machined from Delrin™ and includes a distinctive 

tongue-like catch that prevents the contents spilling out when opened. ‘ublo’ is a 

fictional branding name chosen to enable the inclusion of branding in a prototype. The 

ublo logo is made of cast silicone which is secured into a rebate in the top of the catch.  

The body of the case has a channel extending the width of the casing to provide a 

point of attachment for a shoulder strap or security fastening like a chain for example. 

The lid pivots on a hinge located at the opposite end which is highlighted by red 

washers that house countersunk stainless steel allen-key fasteners. These provide the 

cue for reading how the mechanism for opening and closing the vessel operates. The 

dimensions are similar to a traditional wallet, and the space inside is large enough to 

accommodate commercial cards and cash.  

 

 

 

 

Figure 7: ublo wallet, CAD rendering. Length 130mm, width 70mm, height 19mm. 
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Motivation 

The ublo prototype was motivated by the aim of applying a new methodology for the 

design of a product and, to an extent, its componentry. It represented an initial step 

toward incorporating CAD and CAM approaches within my practice. The desire was to 

overcome the limitations of one-off craft techniques by developing connections with 

industry. I understood that those connections were a crucial part of manufacturing 

products to support a sustainable model of practice.  

Branding 

To this point the issue of branding as an aspect of identifying a commercial design 

object had not been seriously addressed. This was an element of the motivation 

behind the development of the ublo wallet. This prototype provided a research 

opportunity into the use of digital tools to incorporate branding on the product. 

Branding seemed to be a logical aspect to generating a product with commercial 

intentions. Produced manually, previous prototypes made it difficult to incorporate a 

branded logo without the manufacture of accurate tooling. A variety of processes are 

available to do so, including Electrical Discharge Machining (EDM). EDM uses a rapid 

series of electrical sparks to vaporize and remove metal. This process is used to make 

punches, tools and dies from hard metals that are too difficult to machine with other 

methods. However, those facilities were not immediately within the resources for this 

project and these are relatively costly procedures to outsource. Therefore it was 

important to investigate digital technologies and less costly CAM options to 

incorporate branding in an accessible and achievable manner. 

Manufacture  

This prototype was the first I produced within the context of this research that was 

considered in every detail prior to its manufacture. CAD software had made it possible 

to plan the object and to generate accurate rendered models of it in perspective. This 

enabled me to carefully consider both its function and aesthetic criteria that had 

previously been difficult to determine in such detail at the planning stage. 

Manufacturing the main body 

Like the previous prototypes, The ublo wallet was machined in a manual milling 

machine, with the difference being that the CAD plans provided an accurate and 
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resolved blueprint to follow. This process required over thirty hours of machining time 

after which all components were hand finished and assembled. The contents clip and 

pivot washers were anodised together to ensure a colour match. The logo or branded 

decal was produced through techniques that employed CAM to make moulds into 

which the silicone was cast. 

Logo/ brand tooling 

The desktop CAM machinery of a colleague was utilised to produce the logo tooling, 

which was a smaller component than the casing. While it would have been cheaper to 

outsource the task, an in-house experiment was appropriate for evaluating the 

suitability of desktop based CAM. The whole piece was actually designed to be 

manufactured by relatively simple studio based desktop CAM techniques and 

equipment.  

Access to bench top CNC milling equipment came through a local professional 

watchmaker, who at the time was working in Wagga Wagga. This machine was chosen 

as it was typical of what would generally be adopted for studio use. It provided an 

accurate reflection of the quality of work that the equipment was capable of producing 

and the timeframe it needed to produce components.  I was then able to determine 

the merits of its application in my own studio to manufacture products.  

The tooling required for the silicone decal was machined from a 12 mm piece of cast 

acrylic. The rounded embossed font was achieved with a 3mm bull nose milling tool 

and the larger block or form with a 6mm slotting mill bit. The moulding tool was then 

finished with a glass bead blaster - to remove traces of the tool path within the mould - 

and polished back slightly with an acrylic cutting compound to refine the finish.  
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Evaluation  

 

 

Figure 8: ublo wallet, wallet prototype. Delrin™, anodised aluminium, cast silicone and 
stainless steel fasteners. Length 130mm, width 70mm, height 19mm. 
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After a long period of working with ‘traditional’ analogue approaches, CDT’s 

represented a significant change to the way I normally worked, and this challenged my 

sense of creative engagement. Previously, manufacture involved a significant amount 

of decision-making during production. This time I had used CAD software to generate 

and resolve all aspects of the design prior to commencing the manufacture. This 

approach separated design and making in a way that I was not accustomed to, 

resulting in a specialisation or chunking of studio craft and design practice into distinct 

modules. This outcome provides the basis to what Florida refers to as the ‘division of 

creative labour’ (Florida, 2002, p. 53). 

This piece enabled me to explore the impact that digital technologies might have on 

the capacity of SCDP to find a sustainable model; In particular by bringing desktop CAM 

equipment to the task. As outlined above, most of the prototype was manually 

produced but the use of CAM to develop the tooling provided an important point of 

reflection. It was the first time CAD and CAM were incorporated during the course of 

this research.  

The actual design was a tentative step with a new tool and later research will 

document my increasing ability with the technology. A key feature of that will be the 

increase of fluency with CDT’s as a language for developing connections with industrial 

collaborators. The outcome resulted in an amplification of my SCDP and extended the 

design vocabulary.  

The specific focus of the ublo wallet was to determine the value of digital approaches 

in the design and manufacture of a product within the studio that would contribute to 

achieving a sustainable model of practice. The premise of this approach is that entry 

level CAM equipment (bench top CNC milling) that is small and relatively inexpensive, 

may enable low volume production, limited edition and bespoke approaches to 

product manufacture.  

The work produced by the mini mill was of excellent quality, although dependant on 

the given task. One of the limitations was the fact that the equipment was not able to 

machine metals other than aluminium and it was only able to do that at significantly 

reduced feed rate. Feed rate refers to the speed of relative motion between the tool 

and work piece in the main direction of cutting.  The results with acrylic and Delrin™ 
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were very positive; however, complex concave surfaces incorporating compound 

curves were slow to produce and required hand finishing. In effect the technology in 

this form had some inherent blind spots or weakness that needed to be considered in 

the design development process.  

The most appropriate use for this type of technology was for tool making and not for 

large scale or limited production. The mini mill would not have handled the task of 

producing the wallet casing in limited edition quantities required to operate a 

sustainable studio practice. It was slow, inaccurate and necessitated that components 

produced by it were hand finished.  

Finally, the ublo wallet provided this research with a useful reassessment of an in 

studio approach to manufacturing, in light of new potentials afforded by digital 

technologies. CAD was particularly useful to resolving the design development, 

whereas CAM was useful to the development of tooling. The tooling made with CAM 

still required manual labour to finish and refine the surface, a solution not viable for 

the manufacture of components for assembly. The process required a more resolved 

and ultimately sustainable approach.  
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SpecsCase 

Description 

SpecsCase is designed to carry and protect spectacles. It is carried over the shoulder or 

around the neck. It is an alternative to a cord or chain that is often used for holding 

eyewear when not worn. In addition, the case provides protection against scratching 

or damage. The image below is a digital rendering of SpecsCase modelled with 

Rhinoceros™ and rendered with Flamingo™.  

 

 

 

Figure 9: SpecsCase, CAD rendering, Length 160mm, width 55mm and height 20mm. 

 

The piece is very different to the previous prototype DayPort. However, it applied a 

similar mechanism to knit the components together without the aid of additional 

fasteners. The synthetic strap is used to stitch the soft inner urethane component into 

the hard exoskeletal shell which is made of anodised aluminium.  

The adjustable shoulder strap is recessed into a channel which is pressed into the side 

of the external structure. This is intended to enhance the sense of cohesion of the 

components and achieve a couple of important functional roles. In the first instance it 
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provides a space between the inner and outer components enabling the soft urethane 

inner to stretch and expand to accommodate various shapes and sizes of eyewear. 

Secondly, the feature minimises the vertical profile of the piece by limiting the 

penetration required through the shell of the urethane lug to enable the passage of 

the cord through its eye.  

Motivation 

The core motivations for the development of this prototype were twofold; 

 First, I wanted to use the SpecsCase to build on the strengths of earlier prototypes, 

particularly the component based platform that emerged in the development of the 

DayPort.  

Second, I wanted to apply digital tools to achieve a practical connection with a firm in 

the manufacturing industry. The motivation was that CDTs would enable me to 

converse with potential industrial collaborators providing access to a production 

system that would assist in developing a sustainable model of studio based practice. 

The SpecsCase inner sleeve is intended to be produced through injection moulding. 

This is obviously a highly refined and efficient manufacturing technology that requires 

a large monetary investment in tooling.   

Connected to this was my interest in exploring the opportunities with industrial 

manufacturing firms overseas. China and other similar emerging manufacturing 

centres were being increasingly recognised for the manufacture of cheap goods.  I had 

anticipated that the SpecsCase prototype may offer insight to that potential. 

Design development 

Below is an outline of the design development completed before manufacture to 

illustrate the way that new and older tools and techniques are used in the design 

development process.  
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Figure 10: Journal sketches for SpecsCase. 

 

 

Figure 11: Journal sketches for SpecsCase. 
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Figure 12: SpecsCase (CAD rendering) early working model. Note the relationship 

between the inner and outer components is at a stage of development that predates the 

journal sketches above. 

 

 

Figure 13: SpecsCase (CAD rendering) early working model. Note the relationship 

between inner and outer reflects the ‘stitched system’, eliminating the need for any 

fasteners. 
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Figure 14: SpecsCase (CAD rendering). Exploded view- 4 side lugs  

 

 

 

Figure 15: SpecsCase (CAD rendering). Final inner sleeve- 3 side lugs  

 

Manufacture  

Introduction 

The object consists of two main components. These are the inner polyurethane sleeve 

and the aluminium outer shell. The design suits both mass and limited production scale 

manufacture. The components were specifically designed with the intention of 

outsourcing every aspect of their manufacture when in production.  
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In full industrial production SpecsCase provides the opportunity to establish my role as 

a designer and entrepreneur without any labour contribution to the product 

manufacture.  

This model of practice would eventually enable me to focus on the manufacture of 

prototypes for new products and to dedicate time to make one-off exhibition work, 

supported by the income generated through the outsourced production system. 

What follows is a description of the development of the SpecsCase prototype. Parts of 

the components manufacture were outsourced, in particular the inner sleeve. This was 

essential as it required technology and skills that I did not possess. However the outer 

shell was an aluminium armature which I could achieve within the studio. In full scale 

production the manufacture of the metal component would also be outsourced, but it 

made sense to minimise cost by conducting the prototyping phase in the studio. 

I will provide a brief reflection on the manufacture of each component following the 

account of how it was technically produced. The usual critical evaluation is included at 

the end of this section. This assesses the prototype against its motivating criteria and 

the contribution that it has made towards a sustainable model of practice. 

Outsourcing the prototyping of the inner polyurethane sleeve 

Unlike the ublo wallet, SpecsCase was designed with manufacturing technologies in 

mind. The inner sleeve is cast in polyurethane for the purpose of the prototype. In 

production, an equivalent synthetic material suited to injection moulding would be 

substituted. This element was manufactured by Rapid-pro, a prototyping company 

based in Melbourne. The process was a significant departure from my existing 

approach to making objects. In fact, I never met the engineer who managed the job. 

The process involved sending the digitally generated design that I had developed with 

the CAD software to the prototyping firm as a compressed file in a step format.  

The first step involved the printing of the inner sleeve. The ‘print’ operates as the 

master pattern for the making of a casting tool. A range of prototyping approaches are 

available including; laser sintering, deposition modelling and more standard 

approaches like reductive processes that utilise 5 axis milling equipment. However in 

this instance the component was suited to the deposition approach. This is a process 
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where the piece is built up on a bed that moves in an X, Y and Z axis. It can utilise a 

variety of materials including various plastics or wax to render the master pattern. 

Deposition modelling is not unlike an old dot matrix printer. The machine lays down 

the material according to the plan. The volume of the piece is achieved by lowering the 

printer’s build surface or raising the point of material delivery in sequential layers, 

which adhere one upon another in a method not dissimilar to building a mud wall or a 

clay coil pot. This process occurs over many hours. 

The complete model includes the small traces of the process through which it is made. 

The surface shows signs of the many layers of material placed down in its making, like 

the layers of sediment found in rock strata. The setting on the machine will determine 

the resolution of the build and, obviously, differing machines have variable potentials. 

In general however, a fast build translates into a lower resolution model with more 

steps and a rougher surface.  

The materials used to print the inner sleeve are designed to accommodate ‘working’ 

following the build.  This enables traces of its construction through printing to be 

eliminated on the surface of the master pattern. Interestingly, the role of the hand 

returns at this point and involves the application of spray fillers - as used in the auto 

smash repair industry - and manual sanding.  

When the desired quality of surface was achieved the mould was taken. When the 

mould was set, it was cut open. The original master pattern was released and 

destroyed in the process. The silicon mould then became the tool for casting multiple 

polyurethane units that are replicas of the original master pattern.  

This technique is not suited to limited production in a sustainable manner because it 

only enables the manufacture of about twenty units before the mould tool begins to 

disintegrate through use. It is also unreliable with a high rate of defects.  However it 

was a useful way of obtaining a prototype that is an accurate reflection of the design. It 

is a technique that provides the truest impression of the material performance and 

qualities that would be found in a finished piece produced through injection moulding 

by a steel tool. The material quality reflected in the prototype was important because 

its flexibility is a critical aspect of its performance and vital to evaluating the suitability 

of the design.  
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Reflections on outsourcing the manufacture of the inner sleeve 

Working with a contractor in this way was quite foreign to me. Without direct face to 

face contact it was a difficult to establish my expectations and to gauge the technical 

limitations of the prototyping technologies. Working in this manner, you realise how 

much important information is exchanged without writing or graphical plans in direct 

meetings. Workshop and studio environments tend to house various artefacts that are 

embedded with knowledge. These provide important bridges and launching pads for 

conversations between people which underpin shared understanding, if not 

perspectives. I find it familiar and productive to conduct collaborative dialogues ‘on 

location’ as it is the coal face of manufacturing.  

As a craftsperson working with manufacturing firms, I wish to orchestrate the process 

in every detail from raw material to market.  Tools, plant and machinery, samples, 

mistakes, material inventories and stock provide cues for discussion of details that 

cement shared understanding that would otherwise require vast amounts of time and 

energy to establish. I was accustomed to working with a degree of direct control, until 

the partial outsourcing of SpecsCase presented problems that required new skills on 

my part. 

Essentially the product did not meet expectations. Whilst the contractors promised to 

achieve the desired outcome as stipulated by my digital file, they had difficulty in doing 

so despite extensive phone conversations. The first samples received were faulty, 

showing surface imperfections and inconsistency in the tone and colour of the semi 

transparent polyurethane in which the component was cast. The samples also had 

been made in two sections and glued together without consultation. 
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Figure 16: SpecsCase, inner sleeve.  This was the 1st generation polyurethane inner 

sleeve that was manufactured by Rapidpro.  Note faulty manufacture evident on the 

edge at top of image. 

 

There were other examples of bad workmanship, which included the choice of location 

for the ‘spurring’ of the piece; that is, the points where polyurethane is injected 

through and air is evacuated during the casting process. I negotiated for the job to be 

redone. The entire sequence needed to be carried out again as the problem stemmed 

from the poor finish applied to the initial master pattern. Those imperfections were 

subsequently carried into the silicone mould and, for that matter, into any unit that 

the mould was used to produce.  

The second generation of components achieved substantial improvement on the first 

attempt. They provided an accurate render of the object with some compromise on 

the quality of finish you would expect in a full commercial production. The company 

achieved the standard just sufficient for them to serve their role as a prototype. 

Altogether, the three components cost $1,800 to produce which includes the rapid 

prototyping, silicone tool and three castings.  

Despite my disappointment with the quality of Rapidpro’s workmanship, it was exciting 

to receive the product. It represented my first attempt to incorporate computer driven 

prototyping, toolmaking and manufacturing technologies into my practice. The inner 

sleeve was unlike anything that I would have been able to achieve, working 

independently in my own workshop. The use of digital tools has provided a bridge to 

working with industrial partners.   
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The manufacture of the aluminium outer shell in the studio 

I chose to manufacture the prototype outer aluminium shell within the studio as it was 

a logical and economical application of my existing resources and skills in the studio. 

The shell is made of 1.2 mm aluminium sheet that is pressed into its desired shape by a 

simple combination of hydraulic press and manually levered press tools. 

 

 

Figure 17: SpecsCase. Tooling elements for manufacture of prototype outer shell 

 

I made these from blocks of nylon which were manually machined and hand finished 

into the required shape to achieve the desired form. The manually levered formers of 

the side elements were bolted into place with the use of an articulated steel 

framework. The final tool is a relatively simple unit which for the purpose of the 

project has only been required to produce twelve or so shells. In an industrial setting 

with limited production in mind, the tooling would then be built into a fixed system 

that would incorporate powered hydraulic rams on all three of the moving male tool 

elements. 
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Figure 18: SpecsCase. Tooling with channel lever disengaged 

 

The pressed and folded components were then hand finished for the purpose of the 

prototype and anodised to stabilise the aluminium surface. 

 Reflections on the studio based production of the outer shell 

The pressed shells produced by the tool are extremely consistent and exactly match 

the plan and, therefore, the inner polyurethane component manufactured by Rapid-

Pro. Throughout the manufacturing process contact adhesive protects the sheet of 

aluminium. This measure avoids unnecessary imperfections that occur in the handling 

of the material. It also minimises the labour required to finish the surface. 
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Figure 19: SpecsCase, Tooling detail image. This image is demonstrating tooling/ 
component relationship that contributes to final profile of the aluminium. 

 

The moment of truth arrived when the shell and the inner could be united together. 

The issue was estimating the amount of flexibility required in the inner sleeve. The 

material needed to be of the correct hardness with sufficient yield to allow it to clip 

into the rigid outer shell; at the same time it needed the rigidity necessary to secure a 

pair of spectacles to prevent them spilling out in the event of the case being inverted. 

All went to plan and the synthetic cord stitched the unit together. 
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Figure 20: SpecsCase, Finished prototype- clear. Anodised aluminium, cast polyurethane, 

neoprene cord. Length 160mm, width 55mm, height 20mm. 

 

 

 

Figure 21: SpecsCase, Finished prototype- black. Anodised aluminium, cast polyurethane, 

neoprene cord. Length 160mm, width 55mm, height 20mm. 
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Evaluation  
This is an evaluation of the design, approaches as well as systems and technologies 

that support the development and the potential industrial production of SpecsCase.  As 

such, the following critique is distinct from an evaluation of the prototype. It is 

assessed in the context of being an industrially manufactured product with the goal of 

fostering a sustainable SCDP. 

The design 

The design was successful in bringing together a complex set of requirements into a 

well resolved functional and distinctive product. It provided a high level of flexibility 

through colour and finish of the three principal components. SpecsCase was developed 

with specific and reliable manufacturing technologies in mind. It was easily assembled 

and provided the opportunity for replacement and interchange of components.  

Approaches, systems and technologies that support its development 

Computer driven technologies 

The use and application of CDTs changes the look, feel and performance of the product 

on many levels. It is clearly different from all the prototypes that precede it. The use of 

digital tools made it possible to achieve the sophisticated relationships and intricate 

logo details – a process that would previously have been more complex or impossible 

to achieve with a manual or analogue approach.  Importantly CDTs have provided a 

method for working effectively with firms in the manufacturing industry and access to 

technologies that increase creative and technical opportunities. In chapter 3, I have 

described the potential that CDTs hold for extending SCDP and for supporting the 

development of a sustainable model of practice.   

Platform based design strategy 

SpecsCase successfully achieved the desire to develop a product with a components 

based platform identified in the DayPort. A product platform or family lends itself to 

colour variation and material shifts without requiring the recasting of the production 

process. This objective is clearly a core ability of the digital design approach which 

allows components to be cut and pasted in a manner that a word document can be 

formatted. The product can be reformatted without having to start the development 
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from a clean slate. In this manner variant models can be developed for seasonal 

release or in response to the increasing trend for mass customisation. 

The model shown is obviously only a prototype, as outlined in the description of its 

manufacture. However, it is a design which is easily transposed- albeit with a large 

investment- into the limited or mass production systems. These are important 

achievements and an outcome that I would not have foreseen before developing the 

prototype. This new capacity to work with industry provided the opportunity to access 

technology that would assist to manufacture in volumes, a procedure that I hadn’t 

previously been able to achieve. It was the first time the research had connected the 

object to a genuine system of production, enabling me to sidestep the responsibility of 

manufacture. Replication and volume seemed the greatest hurdle to achieving a 

sustainable practice. This issue was overcome through this prototype enabling me to 

consider other questions.  

The technologies employed in the manufacture of SpecsCase enabled large scale 

production and put the object into a different commercial sphere than the one- off or 

strictly limited edition product.  This raised questions in relation to distribution, 

markets and business structures. These will receive consideration in the following 

sections of this exegesis. 

Its potential industrial mode of production 

The ‘bottom line’ barrier to outsourcing manufacture 

The finished SpecsCase prototype provided the chance to establish the practical and 

financial logistics of manufacture. I sought advice from the engineer who made the 

prototypes for the inner sleeve. With a good knowledge of my financial profile, his 

suggestion was to consider having the tool made in China but, ideally, to import it into 

Australia where a local company would have applied it to production. 

It was clear that substantial savings could be made by sourcing the tool in China. On 

the other hand, the technology of injection moulding is so efficient - with de-mould 

times in the seconds per part - that the labour component of each piece is minimal in 

proportion to the total cost, even on Australian wage levels. The benefit of holding the 

tool in Australia would have avoided intellectual property protection issues that have 

arisen for some firms through manufacturing in China. I sourced a range of quotations 
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for the manufacture of the injection moulding tool in China and those ranged between 

$20,000 to $30,000 dollars. In the process, I became aware of the importance of 

certifying the quality of the tool. It was important that it was well engineered to 

ensure efficient, trouble free performance over a long term. This is an expensive 

exercise in itself and would almost undoubtedly require a visit to inspect the tool in 

operation in the plant. The tool then had to be exported back to Australia with all 

associated tax and import duty to be paid. To me, this was a clear barrier to 

outsourcing the manufacture of the product.  

Developing a sustainable practice required that the model was accountable in a 

financial sense and had the potential to achieve a breakeven point within a reasonable 

timeframe. The prospect of making such a large investment seemed an exercise in 

overcapitalisation, not counting the cost of outsourcing the manufacture of the outer 

shell.  It was still only prepared for manufacture in limited quantities in my own studio. 

Outsourcing a second component in China or in Australia at that point in time was out 

of the question. To do so would add an additional layer of cost that would have 

undermined the sustainability of the project entirely.  

In the short term it was inconceivable to see how I would be able to extend and 

consolidate a range of products in a genuine platform or family of products where 

each piece of tooling was going to cost between $20,000 and $30,000. The route to a 

sustainable SCDP in China was not as accessible as I had anticipated. I could achieve it 

on a technical level but the cost of doing so was well outside the capacity to finance 

the venture.  

An important aspect that I have not touched on is the need to consider market 

research and sales predictions to justify investment decisions of the nature described. 

The fact that I had not done any market research would need to be addressed prior to 

making an investment decision. Such an initiative would in itself require a source of 

funding.   
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Conclusions from SpecsCase 

Finally, the SpecsCase had determined that injection moulding was not an affordable 

manufacturing option to pursue and that manufacturing in China did not overcome the 

prohibitive cost issues that have emerged as a barrier to outsourcing manufacture. It 

had also identified that I needed to bring an entrepreneurial and market oriented 

vision to developing a sustainable model of practice.  

Encouragingly, this experiment indicated that CAD and CAM offer a practical, efficient 

and creative method for working with industry and that this approach needed to be 

the central methodology to moving research forward.  

I had arrived at a convergence of problems that were extremely difficult to untangle. 

Firstly, the key issue involved how to pay for linkages with industry? Secondly, having 

excluded China as an option, what firms existed within Australia with the technical 

aptitude and will to produce design products?  

My decision was to approach the tangle from a number of sides by designing with CAD, 

approaching manufacturers with those CAD models and, at the same time, 

undertaking enterprise and skills training. 
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Part 3: Looking to Australian manufacturing firms 

CAD  

Over the next several months the practical aspect of the research focussed on the 

continuing development of CAD skills and production of designs that may be 

appropriate to produce in industrial manufacturing environments. The process 

required reconciling functional and aesthetic criteria with manufacturing constraints. 

The background challenge was to further CAD skills through building familiarity with 

the various tools and processes embedded in the software, without letting the digital 

tool dominate the aesthetic of the object.  

Without a manufacturer the designs were largely speculative. It is difficult to design for 

manufacture without having some sense of how it would be manufactured, what 

material it would be made from, and what tool would be applied to the task. The 

designs that follow are therefore not grounded with full planning that would facilitate 

manufacture. Instead, they constituted portfolio drawings that would later serve a 

similar role that some of the previous handmade prototypes had done: depicting 

intent to manufacturers and serving as a bridge to industry.  
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Rhino renderings and models  

 

 

 

 

Figure 22: Shades Pod (sunglass case), digital rendering. Height 170mm 

 

 

 

Figure 23: Carving board and tray, digital rendering. Length 400mm 
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Rhino renderings and models  

 

 

 

Figure 24: Carving board and tray version two, digital rendering. Length 400mm. 

 

 

 

 

Figure 25: Carving board and tray version three, digital rendering. Length 400mm. 
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Rhino renderings and models  

 

 

 

Figure 26: Coat hanger with pivot neck, digital rendering. Width 405mm. 

 

 

 

Figure 27: Coat hanger with pivot neck (Exploded view), digital rendering. Width 

405mm. 
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Rhino renderings and models  

 

 

 

Figure 28: Helix outdoor planter, digital rendering. Height 650mm. 

 

 

 

Figure 29: Helix outdoor planter (group arrangement), digital rendering. Height 650mm. 
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Rhino renderings and models  

 

 

 

Figure 30: Dressed to go - Clothes stand and seat, digital rendering. Seat height 450mm. 

 

 

 

Figure 31: Dressed to go - Clothes stand and seat (detail), Digital rendering. Total height 

1800mm  
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Rhino renderings and models 

 

 

 

Figure 32: Roto-mould composite seat and shelving. Digital Rendering, Height 450mm. 

 

 

 

Figure 33: Roto-mould composite seat and shelving (stacked). Digital Rendering, Height 

1700mm 
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Rhino renderings and models 

 

 

 

 

Figure 34: Splashlight - chandelier, Digital Rendering, Diameter 600mm each  
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Rhino renderings and models 

 

 

 

Figure 35: Splashlight - table lamp, Digital Rendering, diameter of diffuser 220mm 

 

 

 

Figure 36: Splashlight - table lamp (detail), Digital Rendering, Diameter of diffuser 

220mm 
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Rhino renderings and models 

 

 

 

 

Figure 37: Peppered Sunlight - Version one, Digital Rendering, diameter 800mm 

 

 

 

Figure 38: Peppered Sunlight - Version two, Digital Rendering, diameter 800mm 



135 
 

Part 4: Outsourcing manufacture to Australian Firms 

Approaching manufacturers 

The prototypes and renderings developed during several months of immersion in CAD 

software provided me with a diverse portfolio.  It proved to be a good way to access 

manufacturing firms, to meet staff, inspect machinery and products. The level of 

access which the CAD drawing appeared to achieve was a surprising outcome and, 

with time, contributed to a growth in my confidence in approaching manufacturers.  

It was important to get inside the factory, to understand the potential of its people and 

equipment.  My success relied on finding an industrial collaborator. I started 

canvassing manufacturers first in Sydney, Melbourne and Canberra and later in Wagga 

Wagga, to identify what manufacturing technologies were available and accessible in 

Australia and how much it would cost.  

Following a period of investigation, I began calibrating designs for the technologies 

that seemed appropriate and accessible. I did not have finances to pay for the work of 

manufacturing firms and was beginning to consider offering equity in the product in 

return for investment from the manufacturer or a third party. When appropriate to the 

discussions I raised this issue with various firms. To my surprise firms are quite 

receptive to discussing flexible working and business relationships with other parties. 

Rotary Moulders 

I developed a relationship with a rotary moulding firm in St Marys, Sydney, who 

specialised in the production of water tanks. Following an initial period of contact by 

phone, the firm’s industrial designer and production manager invited me for a tour of 

the factory.  

They had two separate production lines that catered to different scale of objects. The 

smaller used a rail line that fed through the oven which provided for efficient loading 

of mould casings, subsequent cooling and de-moulding before commencing the 

process again. This production train could accommodate up to a dozen differing 

moulds during its cycle. This arrangement suited both the scale of production and the 

size of the product I would produce. It provided an efficient production cycle and made 
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resourceful use of oven time. While the costs of production were relatively attractive 

the investment required for the tooling remained prohibitive, as it had been in China. 

During the tour it emerged that the company may be interested in the diversification 

of its own product line. The manager indicated that the owner was interested in 

developing a line of branded designer products. His vision was that they were to be 

designed by a small stable of Australian designers whose involvement would lend 

integrity and provenance to the brand line. This interest was based on the owner’s 

observation of business structures in Italy; as an Italian born immigrant, he had 

witnessed similar approaches arise following WWII. 

A significant element of the success that the Italian design industry achieved in the 

post war period was a product of their nimble and responsive manufacturing firms, 

who possessed a capacity known as ‘flexible specialisation’. Their capacity to innovate 

was driven by a discerning domestic market, significant competitive pressures and the 

use of flexible manufacturing infrastructures, including business models, management 

and personnel. This provided competitive advantage, enabling Italian firms to adapt 

quickly and produce diverse product lines for a hyper-competitive consumer market. 

(Porter, 1990, p. 43) 

My contacts at the rotary moulding firm in St Marys had also worked with Australian 

designers, producing the cero chair for Brian Steendyk and the Nest high chair for Sally 

Dominguez. The firm’s manager explained that they were aware of the barriers that 

often prevented designers to get products off the ground and that his company could 

be interested in supporting the right people and products. 

This proposal was a very exciting prospect and provided an approach to overcoming a 

number of issues that had emerged through the research. The opportunity of working 

with the firm meant that the manufacturer, investing in the costs associated with 

building the tooling, was required to put the designs into production in return for 

equity.  

The only concern was the extent of input and control that I would maintain in the 

process, including in the development of branding, quality control, distribution 

arrangements and the manner in which my own name would be presented in the 
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public domain. Beyond these concerns were also the issues of intellectual property, 

the licensing of designs and royalties.  

Despite those concerns this proposition represented the most promising opportunity 

for drawing connections with industry. Yet the opportunity raised a question; if one 

Australian manufacturer was interested, could others be interested and what might 

their terms of engagement be?  

I did not have a pressing need to rush into any relationship at this stage of the project. 

I put the proposal with the rotary moulder on hold and investigated further options. 

Other opportunities in Australia 

Other lines of investigation included engineering firms, atelier style furniture industries 

and even a fibreglass and carbon fibre specialist from Bendigo, who made components 

for clients including the Australian Olympic sailing team. This firm was diversifying and 

developing their skills and experience making furniture with an industrial designer 

located in Melbourne. However, beyond the rotary moulding firm, the majority was 

not geared up to produce products in the quantity that was necessary for sustainable 

production. This was despite being fine manufacturers and craftspeople in their own 

right. 

A role for social capital 

The Australian Bureau of Statistics ABS defines social capital as ‘networks, together 

with shared norms, values and understandings which facilitate cooperation within or 

among groups’ (Australian Bureau of Statistics ABS, 2004, p. 13). The ABS has adopted 

this definition from the Organisation for Economic Co-Operation and Development 

(OECD).  

The role of social capital was critical in supporting the development of networks that 

emerged at this stage of the project. This is demonstrated in the development outlined 

below. 

I called upon a Wagga Wagga plastics fabrication business to discuss my project. I have 

developed a relationship with the owner and his staff over several years. The owner 

has been working with plastics for the majority of his working life and is a passionate 

and creative problem solver. He possesses an open mind and was interested in the 

nexus between art and industry.  On this occasion, I simply sought feedback on the 
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designs I had developed and an insight to getting them into production. He was 

enthusiastic and supportive of my research and offered important advice. 

On the basis of trust that was established over a period of time, it was suggested that I 

borrow his vacuum forming machine. I was concerned about taking valuable 

machinery from his own facility but he was adamant that I did. The machinery was 

forked onto the back of my truck and transported to my studio where it was installed. I 

spent a couple of weeks experimenting with the equipment to develop an 

understanding of the technology.  

This research provided important background knowledge. For example, this direct 

engagement in material provided the opportunity to produce some basic lighting 

prototypes that had been developing with Rhinoceros modelling software. The chance 

to experiment with basic vacuum forming and materials enabled me to confirm the 

merit of the designs and provided an opportunity to explore a form of manufacturing 

technology which had been anticipated to meet manufacturing requirements.  

The experience also identified the tooling requirements for vacuum moulding. The 

forms that were attempted were relatively deep draws and complex concave forms. 

These place extreme pressure on the surface of the mould itself which results in the 

deterioration of the mould in a very short period of time. The material used was 

medium density fibre board (MDF) which was laminated to the required thickness 

before being turned to the appropriate profile on a wood lathe.  

The tooling quickly broke apart through minimal use and delaminated at the 

lamination points under the pressure of the vacuum. Moulds could be reinforced with 

fibre glass and resin, an option not pursued; I had learnt enough from the trials I had 

undertaken and recognised the limitations of the machine at hand. I began to look for 

an industrial enterprise that specialised in the process. It was sufficient to have made 

elementary exploration of the process within my own studio to inform the decision to 

work with an industrial specialist in vacuum moulding. 
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Figure 39: Some of the numerous experiments conducted with the loaned vacuum 
forming equipment 

 

Locating an Australian based firm specialising in vacuum forming 

It was now necessary to identify a large scale industrial vacuum forming manufacturer. 

The other aspect of the equation was that the product also required a tool to be 

produced that would serve as the mould. 

Thermo forming plastics through vacuum forming is a simple process relative to 

injection moulding plastics. The tooling required is far simpler and cheaper. Yet 

production rates are slower and the cost per unit is therefore higher. I became 

interested in identifying manufacturers in Australia that were involved in vacuum 

forming plastics. I did so based on the relatively low cost structures associated with 

vacuum moulding, especially for set-up and tooling development. 

The search initially led to companies in Sydney and Melbourne. I found these almost 

universally to be inflexible enterprises. All were disinterested in my project or clearly 

unable to work with the level of engagement required. I needed a relationship with the 

manufacturer on the basis of genuine collaborative exchange, not a service provider.  
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Once again, my colleague operating the local plastics manufacturing firm became an 

important port of call. I shared with him the prototypes I had produced with his loaned 

machinery. We agreed that the designs and process warranted investigation in the 

industrial scale.  The social capital that I found in Wagga Wagga was again proving to 

be a valuable mechanism for getting things done.  

I related to my colleague how vacuum moulding firms in Sydney and Melbourne had 

reacted to my approaches. He offered an invaluable suggestion; in the past he had 

loaned his vacuum forming equipment to a local signage manufacturer. They had been 

impressed with the potential of the equipment and, subsequently, had made a large 

investment in their own wholly automated vacuum forming plant that enabled full 

scale manufacturing. My colleague organised an introduction and, the following day, I 

was walking around their plant.  

In the previous six to nine months I had focussed on developing CAD skills that enabled 

me to connect with industry. I had also refined my understanding of manufacturing 

processes in order to identify what process I required. Finally, I had determined that I 

needed to find a place in Australia with the potential to manufacture my designs. This 

approach was based on my new understanding of the advantage achieved through 

designing for the production systems that were at my immediate disposal. As I was 

shown around factory in Wagga Wagga by the foreman, I was astounded by the 

companies’ extensive infrastructure and by the skill of its employees. The factory was 

just two kilometres from my office.  

The following day I returned to the sign factory with my digital model to obtain a 

quotation. I requested six units of Stretchlight in both left and right hand 

configurations.  
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Figure 40: Stretchlight, Digital model supplied to manufacturer. Length 830mm. 

 

The quotation I received was approximately $5,000. This amount was far in excess of 

my annual research fund of $1,800 and therefore was not possible to accept. I asked 

for a meeting with the managing director and founder of the company, requesting his 

support for the research through sponsoring the manufacture of the lights. My 

supervisor at that time, Professor Green provided a letter of introduction on behalf of 

the University. I returned with it and my own scripted request for assistance to 

produce Stretchlight, which I presented when I met the firm’s managing director early 

in 2008. He agreed to produce Stretchlight at no cost, including tooling and initial 

prototypes. 
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The next phase of the research took over a year to complete. It was a period of diverse 

activities in which research continued to be pursued from a variety of angles. It 

resulted in the initial manufacture of a single prototype which was exhibited in the 

exhibition; Fostering design –Australian Aluminium Design. This exhibition was curated 

by Merryn Gates and staged by Craft ACT. It then toured to: The Australian Embassy 

Washington D.C. U.S.A; Gold Coast Regional Gallery; Object Gallery, Sydney and Wagga 

Wagga Art Gallery. 

In consultation with the manufacturer, it was decided that the product and 

manufacturing would be evaluated via a process that included an initial exhibition and 

touring opportunity afforded by Fostering Design. This opportunity provided the 

chance to evaluate its commercial potential prior to undertaking a small production 

run.  

At the same time the market research was being undertaken, I took the opportunity to 

explore the entrepreneurial aspects essential for the development of sustainable 

practice. This proved to be an important period in which the working relationship with 

my manufacturer was established. Through access to the factory I developed a strong 

understanding of their strengths and limitations. I continued to develop designs 

tailored to those criteria.  

The fourteen images that follow illustrate the sequence of steps involved in the 

production of the diffuser on the underside of Stretchlight. These images do not 

communicate the full complexity of the sequence involved in developing and 

manufacturing the product, yet it provides a snapshot of the collaborative 

environment of the factory and the technology used in production. The sequence 

starts with the production foreman using tool path software to calculate an 

appropriate machining sequence to produce the tooling from the model that I 

supplied. 
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Production sequence for Stretchlight 

 

Figure 41: Foreman establishes tool path 

 

Figure 42: Foreman calibrating equipment 
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Production sequence for Stretchlight, continued 

 

Figure 43: Rough cut starting- Stretchlight form emerges 

 

Figure 44: Rough cut near completion- Stretchlight form clearly recognisable 
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Production sequence for stretchlight, continued 

 

Figure 45: Second cut in progress- note smaller cutting bit and refinement of surface. 

 

Figure 46: Hand finishing tool surface to remove traces of machining process and subtle 
polygon digital facets 
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Production sequence for Stretchlight, continued 

 

Figure 47: Vacuum forming equipment control monitor 

 

Figure 48: Stretchlight tooling loaded into machinery for first use 
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Production sequence for Stretchlight, continued 

 

Figure 49: Fully automated machinery removes heated ABS plastic from oven 

 

Figure 50: mould tooling hydraulically rose into contact with ABS sheet 
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Production sequence for Stretchlight, continued 

 

Figure 51: A vacuum chamber is used to draw the material firmly around the mould 

tooling where it is cooled by fans into a solid state in around 60 seconds prior to 

demoulding. 

 

Figure 52:  Back panel produced in the same fashion- components assembled in the 

factory 
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Production sequence for Stretchlight, continued 

 

Figure 53: Stretchlight manufactured and ready for packaging 
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Figure 54: Stretchlight product instillation 

 

Following feedback through Fostering Design and a leading Australasian lighting and 

furniture retailer, it was determined that the Stretchlight warranted manufacture in an 

initial limited run of 20 units. The process is illustrated in the preceding images. The 

manufacture of the initial 20 units of Stretchlight, assembled and packaged at the cost 

of the manufacturer represented a milestone to the project. The manufacturer had 

extended their support above and beyond that initially promised. As the exchange 

progressed, the manufacturer was impressed by the business planning and 

development that supported the endeavour. The general manager expressed 

willingness to invest in the enterprise on the basis of what I had brought to the project 

to date.  The final cost support in getting the Stretchlight to this stage of production 

was approximately $12,500. 
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A second product: Peppered Sunlight 

It was then decided that this initiative would be supported in the market by the 

development of a second light, Peppered Sunlight. The light which would be produced 

with three variant models would make use of surface printing technologies that are 

currently in exclusive use by the manufacturer in Australia.  

 

Figure 55: Peppered Sunlight, Digital rendering, Diameter 800mm. 

 

Peppered Sunlight will be released at the same time as Stretchlight costing a similar 

amount to produce. Extensive branding collateral was developed to support the 

product in the market when formally launched. This has involved collaborative work 

with a graphic design business in Hobart, Tasmania. The development of branding 

collateral materials required the careful development of briefs and close consultation 

with my graphic collaborators. The logo below, ‘Lucelux’ identifies the business name 

that I have chosen for my design enterprise and registered with the Department of 

Fair Trading. The design has provided the basis for all subsequent graphic materials 

developed, including product specification sheets and website layouts. It is intended 

to express the modular aspect of the products and the clarity of purpose and ideals 

that support both the business and the design philosophy. 
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Figure 56: Lucelux Logo and trade mark. Developed by Peta Riddell 

 

 

 

 

Figure 57: Peppered Sunlight, finished product shot. Vacuum moulded ABS plastic. 
'Griplock’ wire suspensions system, 18 watt dimmable liquid mercury-free compact 
fluorescent globe. Diameter 800mm. 
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Chapter 5: Project; developing an entrepreneurial 

approach  

Springboard- Stage One 

It became apparent that a sustainable model of studio based craft and design practice 

was reliant on developing business skills. Those essential skills were important to 

ensure that the product was appropriately protected, manufactured, marketed and 

distributed. The Smart works exhibition and symposium in 2007 made that patently 

clear, as most leading practitioners possessed a degree of entrepreneurial rigour. But it 

was the opportunity to participate in an industry specific enterprise program, 

Springboard: entrepreneurship for designers, which highlighted the importance of 

adopting an entrepreneurial approach and provided the chance to develop an 

understanding of it. The program was described on its website in the following terms: 

‘The program covers[ed] best practice, financial management, contractual law, media 

relations, I.P [intellectual property], manufacturing process, retail and export strategy. 

The mentors included eco design specialist John Gertsakis, Swedish market strategist 

Mats Ekstrom, and former brand consultant for Apple computer Europe Bradford 

Gorman.’  

Springboard was operated by Australian Design Unit, a cooperative venture between 

design industry consultants Parcel Group in Sydney and Propeller based in Melbourne. 

They facilitated a program which operated in two stages; the first invited applications 

from individuals and teams working across the spectrum of design practice, with the 

provision of places for one hundred people. I was one of the successful applicants into 

the program, with the fee being provided by my initial supervisor, who had research 

funds available for this valuable opportunity.   

Stage one was conducted in Sydney, Melbourne and Brisbane. Each location catered to 

a specific pool of participants, numbering around thirty, who attended workshops at 

each venue. I chose to participate in the Sydney sessions. Several workshops were 

conducted across the period of stage one where each of the six main mentors 

presented lectures and interactive sessions. All the presentations were recorded 

and/or transcribed for ongoing reference. They were made available on a website 

together with a wealth of additional resources, including links and blogs which 
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participants could access on an ongoing basis. The project was extremely well planned 

and very useful, providing an opportunity to build knowledge of how to effectively 

plan, develop and sustain a design-led enterprise. One of the most useful elements of 

the program was the chance to access the specialised knowledge of mentors across a 

range of topics with targeted information and resources. 

The program in stage one also extended research by drawing connection between 

studio practice and the enterprising approaches to sustainable practice. This enabled 

me to identify important structural priorities for sustainable enterprises and emergent 

opportunities for design-led enterprises. What became evident from these sessions 

was that I already possessed a platform on which to construct a design-led enterprise. 

This foundation was built on good design content, sound connections to industry, a 

growing knowledge of the market and defined channels of distribution. These were 

fundamental to the success of the sustainable studio based enterprise and were 

contributing attributes that the research had attained or, was well on the path to 

achieving.  

Springboard drew attention to the fact that designing and making the product in a 

regional centre presented a unique opportunity to cast the enterprise and its products 

as a distinctive market offering. One of the most exciting and significant creative 

opportunities that came from the springboard program was the realisation of the 

branding potential that l had achieved in this research. An important aspect of my 

design brand identity is drawn from the fact that the business provides a world class 

and unique offering that is produced in regional Australia. Its significance had not 

dawned on me until that point in time. 
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Springboard- Stage Two 

Stage two required a second application. There were only twenty places available for 

this stage, making selection a relatively competitive process. Stage one provided 

worthwhile points of reflection to my research, motivating my decision to make a 

strong application to secure a place in stage two. 

After successfully gaining a place in the program it commenced in August 2008, 

presenting an opportunity to undertake one-to-one consultation with the mentors. 

This was largely conducted on a needs basis. The support was mostly provided by 

contact over the phone and by email, augmented with the addition of a couple of face 

to face sessions.  

As well as the business development program, stage two would culminate in an 

exhibition or launch of outcomes developed in association with the program. This 

involved an exhibition and stand at the event, Design Made Trade, held at The Royal 

Exhibition Hall, Carlton, during the 2009 State of Design Festival in Melbourne. 

The first face to face session was with Mats Ekstrom, Heidi Dokulil and Stephan Khan. 

Mentors’ areas of expertise include Ekstrom, Swedish market strategist; Dokulil, 

Partner in Australian Design Unit, design media consultant and former editor of 

Monument magazine; Khan, Design entrepreneur, founder Compact Desk. We were 

introduced to web-based marketing, business strategies and e-commerce 

opportunities. This was an area not covered through stage one and was arranged in 

response to the demand from among the cohort.  

Day two was a one to one meeting with Dokulil. This time was utilised to develop a 

detailed plan that identified priorities and structured action required to get the 

product to market by Melbourne design week in July 2009. 

These sessions provided me with the opportunity to obtain an external and objective 

perspective on the aspects of my model of practice, and timely advice on: intellectual 

property protection, media strategy, copy proofing and brand development that 

specifically addressed my needs and questions. On the occasions where I had needs 

that lay beyond their area of expertise, Springboard identified sources of advice in the 

wider industry and arranged for me to meet with them. For example, I was encouraged 
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to speak with Vincent Aiello, who is the owner of Euroluce in Melbourne, one of the 

industry’s leading lighting outlets. Aiello gave invaluable and extensive advice on how 

the industry operates from a retailer’s perspective. Aiello outlined how to approach 

the marketing of the product, the costing structures, terms of sale and invoicing 

standards. He detailed which product support strategies are important, and gave me 

an outline of the typical areas of assigned responsibilities between parties, to ensure 

the product is supported in a cohesive manner.  

Additionally, Aiello offered an appraisal of the potential market for my products and 

suggested strategies for expanding into markets overseas. Interestingly, he warned of 

the level of market saturation for lighting in the Australian market and described the 

niche market segments that constitute the lighting industry. Aiello’s comment was that 

the market niches in this country are well catered to and that offerings needed to be 

clearly differentiated from existing competitors. Branding would therefore be 

important to clearly establish and maintain that profile. He emphasised that designing 

the brand was as important as the design of the product itself.  

Establishing a design enterprise of the model outlined in this research requires a broad 

knowledge base and a substantial period of development. Studio craft and design 

practice is increasingly a collaborative endeavour yet, at its centre, it is generally driven 

by a sole operator. This is certainly the case within the context of this research. The 

profile of the enterprise may change and grow over time, enabling the knowledge and 

skill base to be widened. However, one of the initial hurdles to establishing a 

sustainable practice is the diversity of knowledge required from one individual, to 

effectively and successfully coordinate the venture with any chance of success.  

Financing further development 

By October 2008, I had two lights to a point of being production ready; Stretchlight and 

Peppered Sunlight. Research had progressed through the completion of both, the main 

aspects of the Springboard program and the preliminary planning for the enterprise. 

To that point, the entire operation had been done on a small budget; however, new 

investments were now required, with the urgent need to cover the costs associated 

with the development of the model. The business had to be registered and a graphic 

designer was required to assist with the development of ‘branding collateral’. 
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Photography was undertaken to document the product and provide additional 

material to produce graphical content. I received advice that I needed professional 

indemnity and public liability insurance and that the product and business should be 

protected through trade marking. The need to fund the looming costs of developing 

the enterprise was only made possible by seeking finance; this was a risky prospect 

without any cash flow likely for several months. 

Now finance was the requirement to move forward. I began to identifying a variety of 

potential sources of support that would assist me in establishing a sustainable model 

of practice. I learnt that the task of securing a grant or finance is extremely time 

consuming and frustrating.  

Business Enterprise Centre (BEC) 

BEC Australia is a national network of Business Enterprise Centres that offers business 

advice and support to small and micro businesses. The organisation exists as an 

important resource for supporting sustainable business practice. BEC has a branch in 

Wagga Wagga which I approached, anticipating that they may have expertise in 

identifying finance, grants and venture capital opportunities. 

The Process 

The first appointment at Wagga Wagga BEC was on the 15th September 2008. In the 

meeting a representative developed a profile of my business needs. In the process, she 

outlined the services they offer and identified the form of assistance required. 

I was referred to Federal and State bodies that may provide funding support.  Those 

were; The Department of Innovation Industry, Science and Research (AusIndustry) and 

the New South Wales Department of State and Regional Development (NSWSRD). 

A joint appointment was scheduled with both organisations - as they share office space 

despite working for Federal and State Government departments respectively. During 

the meeting, the AusIndustry representative asked an export advisor to join the 

meeting.  

The motivation for the meeting was to identify opportunities for financial support to 

assist in establishing the business model. It quickly became clear that state and federal 

support programs for business enterprise and innovation is tightly regulated, as the 
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available funding lies in narrowly defined streams. The applicant must fit the 

parameters which are inflexible and administered from centralised administrative 

hubs. The result is that the support mechanisms do not recognise the diversity 

characteristic of research, enterprise and innovation in general. I had developed a 

product and business model to support a sustainable studio based craft and design 

practice. Yet, the solution was a complex fit; it comprised of an assemblage of design 

content, collaborative and cooperative networks, and consumer oriented design-led 

experiences. Collectively, this was problematic to quantify for a metric of state and 

federal assessment. The mix of tangible and intangible elements that the research had 

orchestrated into a whole would not fit the assessment criteria. 

The regional representatives of AusIndustry and NSWSRD were enthusiastic and 

supportive of the research and the model of business that was emerging from it. 

However, despite their enthusiasm, they were not the architects of the business 

support schemes and were collectively sceptical about the chances of the model 

meeting support criteria. A key aspect of my failure to fit criteria for government 

support lay in the narrow definition of innovation and its exclusion of creative content 

or design as constituting innovation. 

PYKSIS regional enterprise skills program 

The next day the regional manager of AusIndustry phoned with good news. She 

proposed that if I completed a short business training program, I may be deemed 

eligible to apply to the Commercialising Emerging Technologies Program (COMET), 

with the funding up to $100,000. She explained that I would first need to undertake a 

business course called PYKSIS, which was an AusIndustry Riverina region technology 

commercialisation program. PYKSIS is a private contractor providing enterprise 

training programs. 

Despite the fact that I was already undertaking a program called Springboard: 

entrepreneurship for designers, it was stated that, the PYKSIS program was an 

important prerequisite to lodging an assessment of eligibility to COMET funding.  

I began the PYKSIS training program on the 22nd October 2008, and ‘graduated’ on the 

10th December 2008, with a business showcase at the BEC in Wagga Wagga. The 

program consisted of six days training across several weeks and a series of ongoing 
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projects that led up to a presentation before a panel, consisting of locally based 

banking, finance and legal representatives. Their assessment was an excellent 

opportunity for getting feedback on the model of practice that I had developed. It was 

also an important chance to receive feedback from individuals with expertise outside 

the immediate discipline. Their assessment was very positive and noted the 

overarching integrated strength of the model linking design through manufacture to 

marketing and channels of distribution. 

One member of the panel thought that I had a strong case for funding. His observation 

was with reference to commercial funding sources. This was positive but the reality 

was that commercial rates of interest were not sustainable.  The debt would not be 

able to be serviced until cash flow was available - this would not be for almost another 

year when I planned commercial launch. Therefore, the source of funding needed to 

be a grant or a subsidised form of a loan. 

Commercialising Emerging Technologies (COMET) 

Having finished the training program, and on the suggestion of the officer from the 

Wagga Wagga branch of AusIndustry, I made an application to the COMET funding 

scheme. The concern was the terminology surrounding the definition of an 

‘innovation’. I made enquiries to staff involved in the training and/or associated with 

the program as to how I might be assessed with reference to the criteria. All seemed 

confident; I made an application to the eligibility survey which is forwarded to 

Canberra for assessment. I received the following reply (unedited): 

 23/2/09 

Rohan,  

Thank you for completing the questionnaire.  It is not clear from your 

answers exactly what innovative technology you have developed. Do you 

have any pictures, anything on a website? 

What we need to understand is:  are you using existing technologies in an 

innovative way ..or have you developed a new lighting technology?  Does 

this make sense? 

Let me know a little bit more about the innovation. Also do you other 

endorsements other than ACT Crafts?  Would you sell the lights in 

Bunnings or other lighting stores – do they see a market for your 
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product?  Also how would you mass produce the product- or is the 

innovation more about artistic appeal? 

 

I replied on the 26/ 2/ 09  

Dear Phil 

The answers to your questions are outlined briefly below. Please let me 

know if you require more detail of any sort. I truly believe that this 

product, my enterprise and the developing range of products embody the 

attributes of innovation that COMET programs are looking to support. I 

hope this information provides that insight. I have not included my entire 

business plan at this stage but I am happy to share that if it is necessary to 

the process. Thank you for your time. 

Regards 

Rohan  

What we need to understand is:   

Are you using existing technologies in an innovative way?  

No . What has occurred is that I have redefined the application and use of 

existing technologies. Altering the manner in which these technologies 

and materials have previously been applied to lighting solutions. This 

innovation is about the quality of light omitted from the diffuser as a 

consequence of the positioning and orientation of the lamp relative to the 

diffuser. This innovation is exclusive to the product and lends itself to 

additional refinement and incremental innovation as the product is 

extended into a range of products. 

This has implications for productivity, competitiveness and wealth 

creation. 

Have you developed a new lighting technology?   

Yes the lamp and diffuser relationship has been redefined. Never before 

has the source of illumination and the diffuser been engineered to 

generate such a lighting effect.  

Let me know a little bit more about the innovation. 

Product 

The product is made of ABS plastic which is vacuum formed. The product 

consists of two main parts. The front plate consists of undulating wave 

like forms; the back plate has moulded mounts for compact fluorescent 

globes which are strategically positioned to radiate light at a specific angle 
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upon the front diffuser, generating an effect not previously achieved in 

lighting.  

The company Philosophy 

Lucelux is about Australian designers partnering with Australian industrial 

partners for mutual benefit.  

We believe in our people, communities, industry, and Australia’s world 

class potential to develop and produce innovative, distinctive and 

authentically original designer lighting from Australia for the world.  

We believe it is important to invest in local manufacturing and 

communities, and to anchor ours and other design businesses to the 

social, economic and environmental future of regional Australia. 

 Also do you other endorsements other than ACT Crafts? 

 ecc lighting and living (Retailer) 

 Brad Quintal- (Our manufacturer) 

 Merrin Gates- Independent curator ACT 

 Professor David Green, Head of campus Charles Sturt University 

 John Hemphill PKYSIS Technology Commercialisation program 

 Ewan McEoin, Heidi Dokulil Australian Design Unit (Springboard- 
Entrepreneurship for designers) An AusIndustry supported program. 

 Gilli Williams Regional mgr’ AusIndustry 

 Robyn McPherson BEC Wagga 
 
 Would you sell the lights in Bunnings or other lighting stores – do they 

see a market for your product?   

The product has been developed in close consultation with ECC who are 

the products approved distributor throughout Australasia. ECC are a 

leading distributor/ retailer of exclusive and innovative designer lighting 

brands. They specifically target specifiers (architects and interior 

designers). They are confident a strong market exists for the product and 

this is confirmed by my independent direct canvassing of specifiers. To be 

accepted or competitive in this market segment it is essential that the 

product is innovative. This product achieves its innovative status by 

operating in a manner no light has previously done. 

Also how would you mass produce the product? 

The product will be manufactured in Wagga Wagga. This is following 

rigorous research into manufacturing in China and alternatively in major 

Australian metropolitan centres. Quality, cost and other logistical 

considerations have identified local production as the best option at this 

stage. 
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The product is entirely manufactured, assembled and packaged at the 

plant in Wagga Wagga. It is fully costed and will make its initial market 

debut in three weeks. 

Is the innovation more about artistic appeal? 

No. The innovation is tied to its innovatively engineered characteristics 

resulting in a unique product with increased customer, producer and 

monetary value. Any artistic merit is a subjective judgment for others to 

make. 

Rohan Nicol 

 

This reply received on 26/2/09 (unedited). 

Rohan, 

Thank you for answering the questions.. 

I think I have a better understanding of the product concept.  There is an 

issue where AusIndustry’s definition of ‘novelty’ and ‘innovation’ is a little 

narrower than how the general community would define it.  When I asked 

you whether you owned the intellectual property ... the question infers : 

‘do you have a patent for the technology’.  Sometimes patents are not 

possible with some technology innovations – as with computer software, 

but generally as a rule the innovative technology that AusIndustry are 

looking for involves ideas and concepts that are patentable.  

I am not convinced that what you have is an ‘innovative’ technology; it is a 

wonderfully innovative lighting product using a range of pre existing 

technologies and materials in a marvellous way – but not what COMET 

would classify as a novel technology concept.   

I may be wrong (and often am!) but I will need to see some patents and 

fundamental technology basis to the product –independent of the appeal of 

the products look and overall design.  

Having said this... I like what you have.  There are a number of other 

funding vehicles and potential support areas open to you.  I can see you are 

looking for funding to set up a manufacturing and marketing /sales 



163 
 

business.  Have you explored the opportunity of partnering with an existing 

company in the industry that has the capabilities you need already in place? 

I received this response and assessment on the 26th of February 2009; it was a very 

disappointing outcome after actively pursuing that path of funding support over 

several months. It appeared that the existing AusIndustry definition excluded the type 

of innovation that I had achieved in collaboration with my manufacturer. Obviously, 

‘hard’ or ‘technological innovation’ was their focus above ‘soft innovation’ that 

achieved ‘applied’ and ‘user focussed’ aspects of innovation.  

In the interim, I had contacted local government to investigate if they offered 

enterprise and business support programs. They advised that they didn’t but, the 

Regional Arts Fund might be able to provide support and that the Eastern Riverina Arts 

Program (E-RAP) might be in a position to assist. I pursued all these avenues without 

success.  

Following more than six months of concerted effort, I wasn’t able to identify a single 

support mechanism. There was no immediate support available through funding 

programs, including business or arts funding bodies. This was despite increasing 

awareness that design-led enterprises have an important and growing presence in the 

emergent knowledge based ‘creative economy’. David Throsby articulates this in a 

paper within the book Shifting Foundations, he writes;  

We are starting to see how important creativity is in the wider industrial 

context, and this creates a new role for artists and people with training in 

the creative arts in both the old and new economies (2003, p. 39). 

Yet, there seems to be little evidence of an understanding of the importance of the 

creative industries to the new economy built into funding and support models. Cutler 

writes;  

If we believe this narrative about the importance of creativity and the 

creative industries, then we should be prompted to question whether we 

are investing in them in proportion to their potential benefit. If the 

creative art and industries are important, then how might we look to 

strengthen their contribution (2008, p. 5)? 

I would suggest that the answer to Cutler’s question involves redressing the current 

definition of innovation as it is applied to business and enterprise funding. This 



164 
 

research has highlighted the need to develop comprehensive supporting programs for 

start-up creative enterprise models. Finance and venture capital mechanisms must 

accommodate ‘creative innovation’ in addition to established approaches that are 

currently focussed on technology based notions of innovation. 

Commercial Funding 

I had set out to identify an alternative source of funds prior to being deemed ineligible 

for the COMET program, as the need for funding was now becoming urgent. Despite 

common sense warning not to get into debt to launch the venture, the reality was that 

the project would stall without funding from a mainstream bank or credit union. The 

project was increasingly built on local connections and therefore the local credit union 

was the most obvious place to go. Their response was that no one would look at my 

request for credit without at least three years of business account records.  

I contacted the four major banks in town and requested an appointment with their 

business loans staff. I met with a Business Banking Manager at the preferred 

organisation for the first time on 16th December 2008. In the waiting room, while 

examining some of the bank’s financial products brochures, I noticed a small brochure 

on the Microenterprise Loans Initiative. The product was offered in a partnership 

between the Federal Government, the National Australia Bank (NAB) and the BEC 

Australia. 

Microenterprise loan scheme 

I enquired about the product brochure in the meeting with the loans officer; he 

declared that he had not heard of it. At a glance, The Microenterprise Business Loan 

was a more attractive product on the basis of repayment terms and a substantially 

subsidised interest rate. It also had the benefit of a ‘Business Mentor’ who was to 

provide business support over the loan period. 

In February the loan application process commenced. I scheduled another meeting 

with the BEC who was now briefed on the microenterprise loans product and the 

application requirements. The first stage involved collating a detailed business plan 

supported by two letters of recommendation; one from an independent supplier 

stockist or manufacturer associated with the venture, and the second from a BEC 
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officer stating that I had completed business skills training with the organisation. 

Finally the application needed to be processed with financial and credit history checks.  

The loan was approved and signed on the 18th May 2009. Just over six months had 

elapsed since the first contact with the bank and just under eight months since first 

looking for a general source of funding.  

I moved to finalise branding development and product development in preparation for 

an initial launch of the products as part of the Springboard program for stage two 

participants. The work was exhibited during The State of Design festival in Melbourne 

at the Royal Exhibition Hall on the 15th July 2009. 

The late source of funding had considerably deferred preparations for the launch. Final 

tooling and materials for the second and a third light had been put on hold, as had the 

branding development. The Microenterprise Loan enabled me to recommence those 

practical aspects of developing the business. 

As the products and business structure were drawn into their desired form in 

preparation of the launch, a significant breakthrough occurred. 

The Australia Council- connections residency program 

A colleague informed me of a new grant initiative of the Australia Council for the Arts 

as the Microenterprise Loan was finalised. The connections residency program was 

described on the Australia council website in the following terms. 

The Connections Residency program aims to: 

 Expand the potential for artists to undertake residencies in non-arts 

situations 

 Foster new connections between artists and business and industry 

partners 

 Support creative residencies that lead to long-term, mutually 

beneficial and sustainable relationships between artists and 

business and industry partners (Australia Council, 2009) 

 

The new ‘initiative program’ offered up to $30, 000 to support a residency between an 

artist and industry partners. It shared some similarities in value and structure with the 

Maker to Manufacture to Market (MMM) grants that had been discontinued as an 

initiative of the Australia Council. The MMM grant had previously provided support to 
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craftspeople and designers to develop relationships with manufacturers and channels 

to markets.  

Applications to the connections residency were due on the 15th April 2009. The 

process was the most streamlined and efficient of all the funding processes 

encountered in the search for research and development funding. I requested funding 

to continue the collaborative and cooperative engagement that had been developed 

with the signage manufacturer during the course of the research.  

On Wednesday the 27th June 2009, I received notification that my application was 

successful and that I had been granted the sum of $30, 000. 

This was an extremely important outcome in contributing toward the development of 

my practice. It enabled me to avoid drawing down any significant amount from the 

commercial loan that I had secured to pursue the project. In light of this development, 

I was able to proceed with considerably more confidence and implement my business 

plan. 
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Chapter 6: Findings and Conclusions 

Introduction 

Taking the form of practice-based research, this project has pursued a sustainable 

model of SCDP through linkages to manufacturing industries and markets, applying 

enterprising approaches and the use of CDTs.  The research highlighted the influential 

role of federal policy platforms, including innovation policy and cultural policy, and the 

influence of complex economic and social shifts on the sustainable position of SCDP.  

This research unfolded slowly. The practice-based approach provided a direct way to 

apply and evaluate strategy, beginning with a focus on the development of products 

for limited or small run production. I brought approaches from my own background in 

gold and silversmithing, including disciplinary specific knowledge and traditions and 

principals which all influenced the outcome. This can be seen in the materials, 

techniques, scale and functional applications that feature across all stages of the 

project. 

The directions that emerged over time were the product of reflecting on the objects 

that I made and, in the earlier phases of research, this was mostly undertaken within 

my own studio. This was partnered with a review of literature and a wider ‘artistic 

audit’ that were initially broadly based. Over time, they slowly consolidated into core 

themes which informed understanding of both the research problem and solution.  

Some of those themes were present in the motivation behind the research proposal, 

such as the emergence of the creative economy as a context to sustainable practice 

and CDTs as a powerful tool for amplifying sustainable potentials in SCDP. Another 

important theme that arose included the development of business skills. A key finding 

was that business skills are critical to capitalising on creative content as a form of I.P. 

This became tied to the understanding that creativity and arts practice have come to 

play a significant role as drivers of innovation and economic prosperity, with 

implications for the wider economy. What follows is a brief account of the key findings 

that support the achievement of the research objectives. 
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Findings 

Computer driven technologies 

CDTs have had a strong impact on the outcome of this research. The adoption of CAD 

provided a dramatically expanded tool kit for the design, development and 

manufacture of the products that could not have been achieved with manual 

approaches. Achieving fluency with the CAD software required a lengthy investment of 

time, yet it provided a common language with a wide variety of industrial 

manufacturers. At the same time, it enabled the visualisation of objects that 

previously would have been incredibly difficult to accomplish. The technology 

streamlined the design process, saving time and achieving production efficiencies that 

contribute to the objective of a sustainable practice. However, the most significant 

benefit of the CDTs was the ability to specify designs in explicit detail, ensuring that 

the manufacturer clearly understood my requirements, reducing misunderstandings or 

margins of error that could have easily occurred through previous approaches. 

Interestingly, the CDTs have also generated unexpected outcomes including 

opportunities for collaboration on designs over distance. In the later stage of the 

research, I worked with a graphic designer based in Hobart to develop branding 

materials and packaging. This collaboration expanded to include decorative patterns 

that were printed on Peppered Sunlight, for example. Digital technologies enabled the 

frequent exchange of both 3D and 2D visualisations which were critical to that 

process.  

I have found that CDTs have been the most significant single contributor to the 

development of a sustainable SCDP. They have turned my own SCDP inside out from 

being a relatively internally focussed venture to one with increasingly sophisticated 

external connections that scaffold the sustainable position of my practice. I anticipate 

that, in addition to the valuable contribution that CAD and CAM have made to this 

point, web-based opportunities will in the near future become increasingly important 

to the marketing, promotion and sales of my lighting range. 
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An entrepreneurial outlook 

Through this research, I have come to realise that some of my own perceptions or 

understandings about SCDP had worked to prevent me from achieving a sustainable 

position. I had a vision of my practice and the discipline generally as being above 

commercial criteria. This was a perspective based on a view of SCDP that valued its 

attachment to cultural or artistic ideas. My view was that this ‘moral’ position justified 

an audience and commercial value. I came to understand this as a limiting view for my 

practice and largely misrepresented the initial aspirations of the movement. 

SCDP accommodated wider notions of valid practice including production work and 

even ties to industry. It can do so, without confusion or dilution of the disciplines 

central identity or strengths. In regard to my own practice, it has emerged that I can 

broaden the focus, even toward commercial concerns, without damaging my own 

profile in an industry that cherishes consistency and enduring commitment to an 

independent line of investigation. 

The enterprising approach to practice requires an understanding and application of 

business principles including, most importantly, an understanding of the market. One 

of the most obvious but important findings was that all commercial products exist 

within a market; and the extent or size of that market will be the most significant 

determinant of the products’ commercial success and sustainability. Market research 

is an important aspect of business planning, as is knowledge of marketing, brand 

development and legal structures including intellectual property protection and 

manufacturing and distribution agreements. Other important findings include the 

value of establishing a clearly defined business model such as relationships between 

manufacturers, distributors, contracted parties or collaborators. Finally, a business 

plan provides the opportunity to establish clarity of purpose, goals, operational and 

financial structures, and financial projections. These nuts and bolts of the business are 

essential aspects of contemporary sustainable SCDP; they assist in sourcing capital 

and/ or grants that are often important to starting any kind of business, be it craft and 

design or otherwise. These findings represent a significant fulfilment of objectives 1 

and 2 of the research. 
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SCDP and unprecedented global transition 

The rapid transition of industrialised nations toward ‘knowledge based’ economies has 

raised challenges and opportunities for SCDP that are important to recognise in the 

context of this research. The response of governments, manufacturing industries and 

cultural and design agencies to these shifts represent some of the key findings of this 

research. 

Governments 

Late in the twentieth century governments began to take steps that reflected a 

growing recognition of the role of the HASS as significant to national economic wealth 

and prosperity. A key element of that discussion is the increasing calls for the HASS 

sector to be formally recognised alongside the STEM sector as part of the innovation 

policy structures, amongst wider industry policy arrangements. Initial stages of this 

discussion and the policy development have focussed on digital technologies and the 

role of the HASS sector in assisting commercialisation of those technologies through 

advertising, marketing, brand development strategies, amongst other ‘supporting’ 

roles. Later visions value the core contributions of the HASS sector including content 

provision to digital and media platforms with innovative market focussed applications 

or content, serving to ‘pull through’ to market new technological innovation, in its 

applied sense.  

Further to this, governments are now recognising a role for the cultural sector as an 

force within this discussion. Creativity and the arts, including craft and design, have 

been formally identified by governments as significant to the innovation system. 

Competitive pressures in markets mean that manufacturers looking for an edge are 

partnering with designers and others to produce offerings that have appeal beyond 

price and functional attributes, and connect with clients on a deeper cognitive level.  

The important finding for this research is that my own SCDP is ideally positioned to 

leverage into a sustainable position amid the emerging consciousness of government. 

My position as a generator of material based, aesthetic and cultural value provides the 

opportunity to gain advantage from emerging government policy arrangements that 

recognise and support linkages between art, craft and design and the creative 

industries sector. 
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Manufacturing sector 

The Australian manufacturing sector has always been small; it has really only ever 

enjoyed wider general growth and prosperity in the period following the WWII with 

the support of tariff protection, which has since been largely removed. In the modern 

globalised economy most large Australian manufacturers have moved to cheap labour 

centres of Asia. Yet, many smaller and micro manufacturers remain who offer exciting 

potential for sustainable SCDP through collaborative relationships. Typically, these are 

flexible, dynamic, multi-skilled operations, and often provide diverse potentials 

enabling small run and product customisation. As this remaining Australian 

manufacturing industry transitions with the rest of the economy toward a knowledge-

based economic environment, some of its leaders, like in government, are recognising 

the value that the creative sector has to offer.  

I have found that manufacturing entrepreneurs do have a sense of the value those 

collaborative and cooperative engagements with studio based craftspeople and 

designers offer. Many recognise the shifts in markets and economies, even though 

most have not had the opportunity to formally articulate or develop a response to the 

shift.  This was where I discovered the potential of new connections with industry. I 

noted that Australia has manufacturers with spare capacity; that is, firms who can find 

spare time and resources and who are willing to establish mutually beneficial and 

collaborative ventures with the independent craftsperson or designer. Yet, earning 

access to industry support requires the capacity to articulate a rationale for 

collaboration, tied to the emerging market and wider economic change. It must have a 

mutual benefit and it is the designers’ opportunity to play a leadership role requiring 

the successful articulation of the collaborative benefits for each party. My research 

shows that, to successfully engage business people in collaborative ventures, the 

proposal requires an accessible, creative and realistic financial foundation. 

Cultural and design agencies 

The initiatives, policies and programs of design agencies like The Australia Council for 

the Arts and the ACDCs reflect an awareness of change in our national economy. 

Increasingly these agencies are developing and advocating for linkages to commercial 

imperatives for the arts and creativity generally, alongside the traditional cultural 

ground to which the sector has always laid claim. This makes an important 
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contribution to fulfilling research objective 1. In dealings with these valuable agencies, 

I have found that it is advantageous to be able to articulate exactly where my practice 

fits within that agenda, particularly when applying for grants and exhibitions or 

accessing services generally; this is an important finding in fulfilment of research 

objective 2. 

Education and research developments 

Another interesting finding is that tertiary institutions have both hindered and 

supported sustainable models of SCDP. I have identified aspects of my initial tertiary 

craft training which, during the nineties, established attitudes that were removed from 

the concept of achieving a sustainable SCDP. Essentially, my undergraduate training 

provided no understanding of markets and basic business principles for commercial 

survival.  

Increasingly I have found that tertiary education programs are beginning to include 

commercial aspects within or in unison with existing programs. The aim is to address 

the lack of commercial and business education provided to undergraduates in the arts 

generally. 

Research institutions and academic councils, including CHASS have argued for 

inclusion of the arts and creativity within the innovation system and wider economy 

for over a decade. This important development positions the arts and creativity and 

SCDP within a commercial ecology, offering pathways to sustainability to those 

enterprising enough to recognise it. Tertiary institutions are now gaining significant 

funding to continue research into these areas, including the place of creativity in the 

innovation system, with the aim to foster the commercialisation of creative content 

and innovative practice. These themes have been discussed at length in the body of 

this text and make a contribution to both research objectives.  

I have found that peak research institutions, particularly the 

ARC Centre of Excellence for Creative Industries and Innovation (CCI) at Queensland 

University of Technology (QUT) are a rich source of information, supporting me to 

develop an independent model of sustainable SCDP through strategic linkages. 
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Location and community 

My experience of working locally has provided me with advantages over working with 

distant or overseas manufacturers. The scale of my own SCDP as an independent 

operation with limited resources, industrial manufacturing knowledge and capital 

makes venturing into offshore manufacturing a difficult and risky exercise. I found that 

establishing relationships with local manufacturers enabled me to achieve viable 

access to manufacturing services on a scale that suited my particular mix of expertise, 

resources and capital. This constitutes one of the most important findings. 

As a consequence of the considerable ‘social capital’ that exists in regional Australian 

communities, I was able to negotiate direct support from the manufacturer in the 

form of services, materials and labour, to achieve developments beyond my own 

capital limits. I have found this impossible on an international stage where the 

currency is strictly monetary. Instead, the local economy has other dimensions and 

drivers including ‘community involvement’ and ‘peer recognition’.  

This particular approach brought some interesting challenges; working locally is like 

limiting your palette as a painter and restricting yourself to the particular set or mix of 

variables before you. I found that I was required to design work specifically calibrated 

to the technologies, skills and expertise of my local manufacturer. This provided an 

inspiring creative opportunity and necessitated innovative use of existing technologies.  

Capital 

In several areas the literature points to the difficulty in finding venture capital support 

for those in the craft and design sector seeking to commercialise their intellectual 

property. The risks for lenders to the SCDP sector are difficult to quantify and the 

commercial success is unpredictable, making the scarcity of capital for the 

commercialisation of SCDP understandable.  I had success in securing support from my 

manufacturer to develop, tool, produce and package the product; however, the larger 

task of establishing a creative enterprise had other dimensions. For example, I initially 

found it problematic to secure finance to pay for photography and to have branding 

materials designed and printed. In addition, I required finance to pay for a website to 

support the product in the market. 
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I was deemed ineligible for financial assistance from industry development programs 

like COMET - which is administered by AusIndustry - and commercial loans were 

extremely expensive, with the majority of lenders not enthusiastic in their support. 

Developing a strong business plan was the key to consolidate my business proposition, 

providing me with a clear understanding of my capital requirements and a cohesive 

argument to put to potential lenders and other sources of capital. 

Over the next year following careful planning, I negotiated a commercial 

Microenterprise Loan for $20 000 from the NAB, on a highly discounted rate of 5.9%. I 

also successfully applied for a connections grant from the Australia Council for $30 000 

and won the Bombay Sapphire Design Discovery Award, providing $30 000 and a trip 

to Milan with accommodation. While these opportunities are highly competitive, with 

careful planning and significant allocation of time, it is possible to access ‘venture 

capital’ to invest in developing a sustainable model of practice and to meet the capital 

requirements of establishing a new enterprise. In this process, I have successfully 

sourced capital from commercial lenders, government agencies and privately operated 

initiatives, making further contributions to the research objectives. 

Establishing genuine collegial rapport with manufacturers 

After recognising the advantage of manufacturing the product in Australia through the 

development of connections with local industry, another important finding emerged 

through my collaboration in the factory. One aspect of SCDP that is distinct from 

straight industrial design practice is that of training. As a craft practitioner, I was 

exposed to the reality of work in a workshop setting, often referred to as the ‘learn to 

make and make to learn model of instruction’. For all its pitfalls, this learning context 

together with continuing experience in the workshop environment has developed my 

knowledge of how things are made and how materials respond to being worked. This 

experience has also provided me with a means to develop an individual aesthetic 

knowledge. 

This background provides the basis for a genuine collegial rapport and respect with 

manufacturers, enabling me to rapidly develop accurate insights to their 

manufacturing potentials, technological and material constraints, amongst other 

variables that constitute the craft behind manufacturing. In this way, craft knowledge 
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remains central to developing successful production design products. It is embedded 

within the production system where it stipulates the qualities and attributes of the 

product without the need for the hand. 

SCDP- a mixed business? 

The research shows that SCDP capably accommodates a wide variety of approaches. 

These include one-off work for exhibition and design for commercial production. It 

supports studio manufacture and has always featured elements outsourced to a third 

party. I now use digital and analogue, mechanised and manual approaches to produce 

objects. This is evidenced by the work I have produced during this project. All 

constitute valid approaches and are united by the fact that SCDP is defined by the 

approach that is brought to task, and tied to a deep knowledge of the discipline. The 

sustainable model of practice developed through this research sits comfortably in that 

framework. 

The roles of stakeholders 
In concluding, I want to draw attention to some generalised findings from the research 

that I believe would assist the creative arts, crafts or design to achieve more 

sustainable models of practice. I also wish to relate findings to specific stakeholders in 

the sector as a means of highlighting areas of opportunity, contribution or 

responsibility to achieving sustainable creative practice/s. 

Individual Practitioners 

Individual practitioners can achieve a sustainable position through the application of 

CDTs, the development of business skills and a generally enterprising outlook. Creative 

entrepreneurs involved in manufacturing can achieve short and longer term advantage 

from establishing collaborative and cooperative partnerships with local manufacturers, 

as opposed to manufacturing through cheap labour centres such as China. 

Access to information - and the skills to find it - is essential for creative practitioners 

who often work independently. They require a diverse and complex knowledge to 

effectively operate in rapidly changing, competitive, creative and business 

environments. Those who cannot identify access, prioritise, tailor and apply 

information to advance their situation will not survive.  
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This research has highlighted the fact that sustainable models of creative practice are 

difficult to achieve and demonstrates a spectrum of measures to overcome that 

situation. The most powerful and effective agent of change in the sustainability 

scenario are the practitioners themselves. Individual practitioners are the authors of 

their future; not governments, industry agencies, cultural bodies or research 

institutions, despite their important roles. Building a sustainable industry requires 

leadership from creative practitioners who are in the best position to orchestrate 

sustainable industry directions, if that is what they desire.  

Cultural and creative industries agencies 

While practitioners are responsible for the direct action in building sustainable 

practices, the cultural and creative industries agencies need to be appropriately 

resourced and led to maintain their advocacy and support. Key bodies such as the 

Australia Council for the Arts, must continue to play an important role in arguing the 

cultural, social and economic value of ‘the arts and creativity’ to stakeholders. Their 

role involves not only support for the arts through projects funding to individuals, 

groups and organisations, but also support for research, ongoing policy development, 

implementation and evaluation.  

Our cultural and creative industries agencies must assemble evidence of the sectors 

‘value proposition’ to assist in structuring arguments for the sector’s significance and its 

relevance to government, industry and other stakeholders. A sustainable creative 

sector must not only be respected for its core intrinsic values, including its capacity for 

expression and the contribution to a climate of culture and innovation, but also for its 

direct and tangible benefit as a partner to technological innovation in wider economic 

circles. 

Australian manufacturing industries 

Exciting potentials exist within the Australian manufacturing sector. Partnerships 

between manufacturers and the arts and creative sector can produce innovative 

products to diversify industry profiles. It can also offer creative practitioners 

sustainable models of practice and new creative opportunities. A strategic policy to 

promote successful models is required to encourage these opportunities. 

Manufacturers and artists need to be supported in their collaborations through 
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programs that provide business skills to the creative practitioners and clear business 

cases prepared for presentation to manufacturers that explain the benefits of 

collaborative exchanges. Government, cultural and creative industries agencies need 

to proactively support this potential. 

Government 

Recent government policy is moving toward a vision of the arts and creativity as an 

integrated aspect of Australia’s innovation system, economic competitiveness, as well 

as being vital to our cultural fabric. For this reason, creative practitioners seeking to 

achieve a sustainable practice and access support through government policy and its 

agencies need to be aware of developments in research and policy formation. These 

are an extremely valuable source for understanding and anticipating public policy, 

programs and initiatives. Accessing support through grants for example, requires the 

creative sector to understand and ‘speak the language’ of all its support agencies. 

Government and its agencies produce large amounts of literature that are valuable 

resources for understanding their position and for developing fluency in the language 

of the field.  

In addition, governments could do more to establish venture capital mechanisms in 

the vein of Britain’s National Endowment for Science Technology and the Arts (NESTA) 

which provides seed funding to emerging innovative enterprises from all sectors and 

industries.  
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Conclusion 

I have demonstrated that the financial sustainability of SCDP is tied to a combination 

of key internal attributes and nurtured or otherwise through wider contextual 

influences.  

A key finding was that business skills are critical to capitalising on creative content as a 

form of I.P. Prior to commencing this project I had become aware that my vision of 

practice as being above commercial criteria and tied to cultural or artistic value alone 

was limiting. My view had been that this ‘moral’ position justified an audience and 

commercial value. Yet clearly, the work of Throsby and Cunningham - corroborated by 

a critical reflection on my own practice - challenged this view. I chose to incorporate 

an entrepreneurial approach encompassing the frameworks outlined in section 1 of 

this paper, in an attempt to achieve a financially sustainable footing. 

 

One of the most obvious but important findings was that all commercial products exist 

within a market; and the extent or size of that market will be the most significant 

determinant of the products’ commercial success and sustainability. Market research 

is an important aspect of business planning, as is knowledge of marketing, brand 

development and legal structures including intellectual property protection and 

manufacturing and distribution agreements.  

Other important conclusions include the value of establishing a clearly defined 

business model such as relationships between manufacturers, distributors, contracted 

parties or collaborators. Finally, a business plan provides the opportunity to establish 

clarity of purpose, goals, operational and financial structures, and financial projections. 

These nuts and bolts of the business are essential aspects of contemporary sustainable 

SCDP; they assist in sourcing capital and/ or grants that are often important to starting 

any kind of business, be it craft and design or otherwise.  

During the course of this project I detailed how CDTs have transformed my practice. 

CDTs are now a standard aspect of the emerging practitioners’ toolkit, however mid 

career practitioners like myself completed initial training in an entirely analogue 
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environment.  Despite the significant commitment required to learn and incorporate 

CDTs into practice, CAD/CAM has provided a dramatically expanded tool kit for the 

design, development and manufacture of the products that could not have been 

achieved with manual approaches. Most importantly it provided a common language 

with a wide variety of industrial manufacturers.  

This project illustrated how I have reconfigured my practice from being a relatively 

internally focussed venture toward increasingly external connections that anchor the 

sustainable position of my practice. CDTs have played an important enabling role in 

that transformation. I anticipate that web-based opportunities will in the near future 

become increasingly important to the marketing, promotion and sales of my lighting 

range.  

I found that the social capital which is plentiful in regional communities like Wagga 

Wagga where I work can be particularly beneficial to supporting the development of 

sustainable SCDP as enterprises. This project illustrated how social capital can promote 

access to the means of production that would be inaccessible in other contexts 

supporting enterprise development and ultimately the commercialisation of creative 

content as intellectual property. 

The successful development of products to achieve the sustainable footing required 

me to understand the unique ecology in which we practice. Unlike the larger hubs of 

Europe and North America where anything can be, and is, made in catering to hyper 

competitive markets, we don’t have the market foundation that promotes an 

integrated industry structure or ecology. It can be difficult for even the best ideas to 

take root in the Australian context. Sustainable ideas needed to recognise technical 

constraints and commercial metric of the manufacturer and my own particular mix of 

expertise, resources and capital.  

The products that I have developed through this project have been able to be 

evaluated in the market where I have found surprising level of interest in products that 

are locally designed and made as alternatives to offerings which have been 

transported across the globe.  
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The most significant contextual issue that emerged through the project was the 

difficulty in sourcing start-up capital required to invest in my practice to take it to a 

commercially sustainable position. The paper has identified a number of 

developments in the literature and in government policy which establishes the 

significance and awareness of the arts, craft and design in the innovation system and 

as a positive contributor in the process of economic transition. However my project 

has demonstrated that the mechanisms to support craftspeople and designers such as 

myself are limited despite my eventual success in securing support from the Australia 

Council and other sources.  The fact remains that existing mainstream structures 

including COMET and relatively new initiatives such as Enterprise Connecti, exclude the 

potential contribution that micro-enterprises in the craft and design sector are 

uniquely placed to make.  

  



181 
 

Table of figures 
 

Figure 1: F!NK Bracelet (clear anodised) image extract from F!NK & Co product catalogue. .... 19 

Figure 2: Liquid Assets, (Wallet). Anodised aluminium, delrin™ and stainless steel fasteners. 

Length 110mm, width 70mm and height 19mm. ....................................................................... 87 

Figure 3: Two-Part, (Wallet). Anodised aluminium, delrin™ and stainless steel fasteners. Length 

110mm, width 67mm and height 17mm. ................................................................................... 90 

Figure 4: Money Trap, (Wallet). Anodised aluminium, delrin™, and stainless steel fasteners. 

Length 110mm, width 65mm, height 20mm. ............................................................................. 92 

Figure 5: DayPort (tote- bag). Anodised aluminium, delrin™ and synthetic strap. Length 

180mm, width 100mm, height 45mm. ....................................................................................... 95 

Figure 6: DayPort, (tote bag). Major components during manufacture: Body, lid and strap 

coupler. Note sectional sketch plans for coupler fitting. ........................................................... 97 

Figure 7: ublo wallet, CAD rendering. Length 130mm, width 70mm, height 19mm. .............. 102 

Figure 8: ublo wallet, wallet prototype. Delrin™, anodised aluminium, cast silicone and 

stainless steel fasteners. Length 130mm, width 70mm, height 19mm. .................................. 105 

Figure 9: SpecsCase, CAD rendering, Length 160mm, width 55mm and height 20mm. .......... 108 

Figure 10: Journal sketches for SpecsCase. .............................................................................. 110 

Figure 11: Journal sketches for SpecsCase. .............................................................................. 110 

Figure 12: SpecsCase (CAD rendering) early working model. Note the relationship between the 

inner and outer components is at a stage of development that predates the journal sketches 

above. ....................................................................................................................................... 111 

Figure 13: SpecsCase (CAD rendering) early working model. Note the relationship between 

inner and outer reflects the ‘stitched system’ eliminating the need for any fasteners. .......... 111 

Figure 14: SpecsCase (CAD rendering). Exploded view- 4 side lugs ......................................... 112 

Figure 15: SpecsCase (CAD rendering). Final inner sleeve- 3 side lugs..................................... 112 

Figure 16: SpecsCase, inner sleeve.  This was the 1st generation polyurethane inner sleeve that 

was manufactured by Rapidpro.  Note faulty manufacture evident on the edge at top of image.

 .................................................................................................................................................. 116 

Figure 17: SpecsCase. Tooling elements for manufacture of prototype outer shell ................ 117 

Figure 18: SpecsCase. Tooling with channel lever disengaged ................................................. 118 

Figure 19: SpecsCase Tooling detail image. This image is demonstrating tooling component 

relationships that contribute to final profile of the aluminium. .............................................. 119 

Figure 20: SpecsCase (Finished prototype- clear). Anodised aluminium, cast polyurethane, 

neoprene cord. Length 160mm, width 55mm, height 20mm. ................................................. 120 

Figure 21: SpecsCase (Finished prototype- black). Anodised aluminium, cast polyurethane, 

neoprene cord. Length 160mm, width 55mm, height 20mm. ................................................. 120 

Figure 22: Shades Pod (sunglass case), digital rendering. Height 170mm ............................... 126 

Figure 23: Carving board and tray, digital rendering. Length 400mm ..................................... 126 

Figure 24: Carving board and tray version two, digital rendering. Length 400mm. ................ 127 

Figure 25: Carving board and tray version three, digital rendering. Length 400mm. .............. 127 

Figure 26: Coat hanger with pivot neck, digital rendering. Width 405mm. ............................. 128 

Figure 27: Coat hanger with pivot neck (Exploded view), digital rendering. Width 405mm. .. 128 

Figure 28: Helix outdoor planter, digital rendering. Height 650mm. ....................................... 129 

Figure 29: Helix outdoor planter (group arrangement), digital rendering. Height 650mm. .... 129 

Figure 30: Dressed to go - Clothes stand and seat, digital rendering. Seat height 450mm. .... 130 



182 
 

Figure 31: Dressed to go - Clothes stand and seat (detail), Digital rendering. Total height 

1800mm .................................................................................................................................... 130 

Figure 32: Roto-mould composite seat and shelving. Digital Rendering, Height 450mm. ....... 131 

Figure 33: Roto-mould composite seat and shelving (stacked). Digital Rendering, Height 

1700mm .................................................................................................................................... 131 

Figure 34: Splashlight - chandelier, Digital Rendering, Diameter 600mm each ....................... 132 

Figure 35: Splashlight - table lamp, Digital Rendering, diameter of diffuser 220mm .............. 133 

Figure 36: Splashlight - table lamp (detail), Digital Rendering, Diameter of diffuser 220mm . 133 

Figure 37: Peppered Sunlight - Version one, Digital Rendering, diameter 800mm.................. 134 

Figure 38: Peppered Sunlight - Version two, Digital Rendering, diameter 800mm ................. 134 

Figure 39: Some of the numerous experiments conducted with the loaned vacuum forming 

equipment ................................................................................................................................ 139 

Figure 40: Stretchlight, Digital model supplied to manufacturer. Length 830mm. ................. 141 

Figure 41: Foreman establishes tool path ................................................................................ 143 

Figure 42: Foreman calibrating equipment .............................................................................. 143 

Figure 43: Rough cut starting- Stretchlight form emerges ....................................................... 144 

Figure 44: Rough cut near completion- Stretchlight form clearly recognisable....................... 144 

Figure 45: Second cut in progress- note smaller cutting bit and refinement of surface. ......... 145 

Figure 46: Hand finishing tool surface to remove traces of machining process and subtle 

polygon digital facets ................................................................................................................ 145 

Figure 47: Vacuum forming equipment control monitor ......................................................... 146 

Figure 48: Stretchlight tooling loaded into machinery for first use ......................................... 146 

Figure 49: Fully automated machinery removes heated ABS plastic from oven ..................... 147 

Figure 50: mould tooling hydraulically rose into contact with ABS sheet ................................ 147 

Figure 51: A vacuum chamber is used to draw the material firmly around the mould tooling 

where it is cooled by fans into a solid state in around 60 seconds prior to demoulding. ....... 148 

Figure 52:  Back panel produced in the same fashion- components assembled in the factory.

 .................................................................................................................................................. 148 

Figure 53: Stretchlight manufactured and ready for packaging ............................................... 149 

Figure 54: Stretchlight product instillation ............................................................................... 150 

Figure 55: Peppered Sunlight, Digital rendering, Diameter 800mm. ....................................... 151 

Figure 56: Lucelux Logo and trade mark. Developed by Peta Riddell ...................................... 152 

Figure 57: Peppered Sunlight, Finished product shot. Vacuum moulded ABS plastic. 'Griplock’ 

wire suspensions system, 18 watt dimmable liquid mercury-free compact fluorescent globe. 

Diameter 800mm...................................................................................................................... 152 

 

  



183 
 

Bibliography 
 

Andrew, J. (2002/3). Collaboration as a Means to Enter New Markets. In C. West, Shifting 

Foundations (pp. 119-125). Perth: Craft West. 

Andrew, J. (2004, June). Translating concepts into applied ideas. Retrieved June 19th, 2009, 

from Craft Australia: 

http://basement.craftaustralia.org.au/nationalForum/2004/papers/paper001.php 

Arid, R., Cappellini, G., Guilfoyle, U., Hodge, B., Housley, L., Aichen, H. M., et al. (2002). Spoon. 

London: Phaidon Press Inc. 

Artz, G. (2008, July 9). Artistic practice and unexpected intellectual property. Retrieved August 

15, 2009, from Council for the Humanities, Arts and Social Sciences: 

http://www.chass.org.au/papers/PAP20080709GA.php 

Atwill, S. (2004, June). Untitled. Retrieved February 2, 2007, from Craft Australia: 

http://basement.craftaustralia.org.au/nationalForum/2004/papers/paper007.php 

Australain Bureau of Statistics ABS. (2002). Measuring a Knowledge-Based Economy and 

Society: An Australian Framework. Canberra: ABS. 

Australia Council. (2009, June 16). Connections Residencies. Retrieved June 16, 2009, from 

Australia Council for the Arts: http://www.australiacouncil.gov.au/grants/grants/connections 

Australia Council for the Arts. (2006). Creative Innovation Stratergy. Sydney: Australia Council. 

Australia Council for the Arts. (2005, September 10). Sunmission to PMSEIC: Inquiry Into The 

Role Of Creativity In The Innovation Economy. Retrieved December 3, 2009, from Australia 

Council: 

http://www.australiacouncil.gov.au/__data/assets/pdf_file/0009/3978/australia_council_PMS

EIC_submission.pdf 

Australian Bureau of Statistics ABS. (2004). Information Paper Measuring Social Capital An 

Australian Framework. Canberra: ABS. 

Australian Bureau of Statistics. (2004, Feburary 26). Average Weekly Earnings, Australia. 

Retrieved October 27, 2009, from Australian Bureau of Statistics: 

http://www.abs.gov.au/AUSSTATS/abs@.nsf/allprimarymainfeatures/6DE6B93557535756CA2

56E9900785A87?opendocument 

Australian Design Unit. (2008, June 13). Marketing. Retrieved November 26, 2009, from 

Creative Entrepreneur: http://www.australiandesignunit.com/index.php/design/creative-

entrepreneur/managing-your-business/marketing/ 

Australian National Capital Artists (ANCA). (n.d.). Retrieved July 27, 2009, from Australian 

National Capital Artists (ANCA): http://www.anca.canberra.net.au/ 



184 
 

Ballinger, C. (2006, February 24). Australian contemporary craft, an innovative player in the 

creative industries. Retrieved june 17th, 2009, from Craft Auatralia: 

http://basement.craftaustralia.org.au/research/20060224.php 

Baudrillard, J. (1988). The System of Objects. In J. Thackara, & J. Thrackara (Ed.), Design After 

Moderninsm (pp. 171-182). New York: Thames and Hudson Inc. 

BEC Australia. (2009, 6 13). Retrieved 6 13, 2009, from BEC Business Enterprise Australia: 

http://www.beca.org.au/home 

Bevan, R. (2009, November 30). Design and Conquer. Australian Financial Review , 44-48. 

Bogle, M. (1998). Design in Australia. Sydney: Craftsman House. 

Botteral, F. (1972). The Artist Craftsman in Australia. Sydney: Jack Pollard Pty Ltd. 

Bottomly, S., & Goodwin, D. (2004). Something Old/ Something New: The marraige of digital/ 

craft. Retrieved 1 22, 2007, from Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/pdfs/bottomleygoodwin.pdf 

Brunner, R., Emery, S., & Hall, R. (2009). Do you matter? How great design will make people 

love your company. New Jersey: Pearson education inc. 

Bunt, S. (1999, June 16). Clash of cultures: new partnerships, innovation. Retrieved December 

3, 2009, from Department of Education, Employment and Workplace Relations: 

http://www.dest.gov.au/NR/rdonlyres/ADD1637E-36F1-46B6-8E6E-

235CFAB1A147/1955/cultures2.pdf 

CHASS: Council for the Humanities, Arts and Social Sciences. (2005, July 18th). The Role of 

Creativity in the Innovation Economy. Retrieved December 3, 2009, from CHASS (Council for 

Humanities, Arts and Social Sciences): 

http://www.chass.org.au/submissions/SUB20050718TG.php 

Chochinov, A. (2009, September). How to look bigger than you are. Retrieved November 26th, 

2009, from Core77 Design Magazine and Resource: 

http://www.core77.com/hack2work/2009/09/how_to_look_bigger_than_you_ar.asp 

Clarke, K., & Kyriakou, M.-A. (2007). Sustainable Vision: The Future for Lighting Design, case 

Studies from Australia. Designing Designers 2007 Light as Architectural Matter. Milan: Faculty 

of Design of the Politecnico di Milano. 

Cochrane, G. (2006). A Material Approach: Ceramics, glass and Jewellery. In B. Parks (Ed.), 

Freestyle: New Australian Design for Living. Sydney, NSW: Object: Australian Centre for Craft 

and Design. 

Cochrane, G. (2007). Australia and New Zealand: design and the handmade. In Neocraft 

Modernity and the Crafts (pp. 63-82). Nova Scotia: The Press of Nova Scotia College of Art and 

Design. 



185 
 

Cochrane, G. (2008). Craft and design: Making and thinking at the intersection. Retrieved 

August 19, 2008, from Craft Victoria: 

http://www.craftvic.asn.au/craftlife/craftculture/cochrane.html 

Cochrane, G. (2004, June). Handmade at the heart of things. Retrieved November 17, 2006, 

from Craft Australia: 

http://basement.craftaustralia.org.au/nationalForum/2004/papers/paper004.php 

Cochrane, G. (2007). Oliver Smith. In G. Cochrane (Ed.), Smart works: design and the 

handmade (pp. 52-55). Sydney, NSW: Powerhouse publishing. 

Cochrane, G. (2007). Smartworks: design and the handmade. Sydney: Powerhouse Publishing. 

Cochrane, G. (1992). The Crafts Movement in Australia. Sydney: New South Wales University 

Press. 

Commonwealth Government. (1994). Creative Nation: Commonwealth cultural policy. 

Canberra: Commonwealth Government Press. 

Commonwealth of Australia. (2003). Mapping Australian Science and Innovation. Canberra: 

Australian Federal Government. 

Conklin, J. (2005, October). Dialogue Mapping: Building shared understanding of wicked 

problems. Retrieved November 30, 2009, from CogNexus: 

http://cognexus.org/wpf/wickedproblems.pdf 

Cooper, J. (2000). Jewellery a typology examined. In N. G. Australia, Techno Craft. Canberra: 

National Gallery of Australia. 

Cross, N. (2006). Designerly Ways of Knowing. Basel: Springer-Verlag London Limited. 

Cultural Ministers Council and the Ministerial Council for Education, Employment. (2007). 

National education and the arts statement. Canberra: Cultural Ministers Council and the 

Ministerial Council for Education, Employment. 

Cultural Ministers Council. (2008). Building a Creative Innovation Economy. Retrieved 

November 2, 2009, from Cultural Ministers Council: 

http://www.cmc.gov.au/__data/assets/pdf_file/0006/85596/Building_a_Creative_Innovation

_Economy.pdf 

Cunningham, S. (2002). The Creative Industries. In Craftwest, Shifting Foundations. Perth: 

Craftwest. 

Cunningham, S. (2004, January 1st). The humanities, creative arts and the innovation agenda. 

Retrieved August 15, 2009, from Council for the Humanities, Arts and Social Sciences: 

http://www.chass.org.au/papers/index.php?id=dat 

Curtis, L. (2004). TACTiCS:Toward Applying Computer Technology in Craft, Scotland. Retrieved 

February 22, 2007, from Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/papers/tactics/lcurtis02.htm 

Cutler and Company Pty Ltd. (2008). Venturous Australia. Melbourne: Cutler & Company Ltd,. 



186 
 

Cutler, T. (1994, September). Commerce in Content. Retrieved November 2, 2009, from 

National Library of Australia: http://www.nla.gov.au/misc/cutler/cutlercp.html 

Cutler, T. (2008, August 19th). Creativity,the arts and innovation. Retrieved September 20, 

2008, from Currency House: www.currencyhouse.org.au/download/0804/DrCutlerSpeech.pdf 

Day, P. (2007, March 30). Smartworks: Symposium speakers. Retrieved June 19th, 2009, from 

Powerhouse Museum: 

http://www.powerhousemuseum.com/smartworks/symposium_speakers.asp 

DeNatale, D. D., & Wassall, D. G. (2007, November). The Creative Economy: A New Definition. 

Retrieved August 2nd, 2009, from New England Foundation for the Arts: 

http://www.nefa.org/pubs/documents/CEReport2007_000.pdf 

DIA. (2005). Australian Design Industry Overview. Retrieved October 20th, 2009, from Design 

Institute of Australia: http://www.dia.org.au/content.cfm?id=247 

DIA Design Institute of Australia. (2009). Reports. Retrieved October 27th, 2009, from Design 

Institute of Australia: http://www.dia.org.au/content.cfm?id=247 

DIA, D. I. (n.d.). Classification of Design in Australian Statistical Systems. Retrieved October 

20th, 2009, from Design Institute of Australia: http://www.dia.org.au/content.cfm?id=242 

DIA, D. I. (n.d.). Structural view of design disciplines. Retrieved October 21st, 2009, from 

Design Institute of Australia: http://www.dia.org.au/content.cfm?id=248 

DIA, Design Institute of Australia. (2009). What is a Designer. Retrieved October 24th, 2009, 

from Design Institute of Australia: http://www.dia.org.au/content.cfm?id=186 

Dixon, T., Helena, M., Keller, P., Kim, S.-k., Krzentowski, D., Lasky, J. (2007). And Fork. (E. 

Terragni, Ed.) London: Phaidon. 

Dormer, P. (1994). Art of the Maker. London: Thames and Hudson. 

Dormer, P. (1997). Craft and the Turing Test for Practical Thinking. In P. Dormer (Ed.), The 

Culture of Craft (pp. 137- 157). Manchester: Manchester University Press. 

Dormer, P. (1993). Craft since 1945. London: Thames and Hudson. 

Dormer, P. (1986). New British design. London: Thames and Hudson. 

Dormer, P. (1988). The ideal world of Vermeer's little lacemaker. In J. Thackara, Design After 

Modernism (pp. 135-144). New York: Thames and Hudson. 

Dormer, P. (1990). The meanings of modern design : towards the twenty-first century. London: 

Thames and Hudson. 

Dormer, P. (1987). The new furniture : trends + traditions. London: Thames and Hudson. 

Dormer, P. (1997). The salon de refuse? In P. Dormer (Ed.), The Culture of Craft (pp. 2-16). 

Manchester: Manchester University Press. 



187 
 

Dorst, K., & Dijkhuis, J. (1995). Comparing paradigms for describing design activity. In Design 

Studies (pp. 261-262). 

Dowling, S. (2009, August 10th). How to export like an expert. Retrieved November 26th, 2009, 

from Australian Anthill: where ideas and business meet: http://anthillonline.com/how-to-

export-like-an-expert/ 

Fiell, C., & Fiell, P. (Eds.). (2003). Designing the 21st Century. Koln: Taschen. 

Fitzgerald, S. (2004). Transposition: 5 Jewellers Respond to Pyrmonts History. Sydney: JMGA-

NSW Inc. 

Florida, R. (2002). The Rise of the Creative Class. New York, NY, United States: Basic Books. 

FORM. (2009, November 17). Designing Futures. Retrieved November 9th, 2009, from Form: 

Building a State of Creativity: http://www.form.net.au/industry-development/designing-

futures 

French, N. (1997). CAD and the British ceramics tableware industry. In P. Dormer, The Culture 

of Craft (pp. 158-167). Manchester: Manchester University Press. 

Fuad-Luke, A. (2002). The eco-design handbook. London: Thames & Hudson. 

Fuad-Luke, C. S. (n.d.). Slow Design. (T. Moberg, Editor) Retrieved July 9th, 2009, from 

Slowness for sustainability: http://www.slowsociety.org/slow-design 

Fuller, R. B. (1969). Operating Manual for Spaceship Earth. Baden: Lars Muller Publishers. 

Garner, P. (1993). Eileen Gray: Designer and Architect. Koln: Taschen. 

Gascoigne, T., & Metcalfe, J. (2005, July 18). Papers: Index. Retrieved October 31, 2009, from 

Council for the Humanities, Arts and Social Sciences: 

http://www.chass.org.au/papers/index.php?id=dat 

Gates, M. (2008). That Jug. In Fink & Co, Fostering Design (pp. 3-9). Canberra: Fink & Co. 

Gertsakis, J., & Preston, T. (2005). Quick Start 2, Design for the Environment: A2Z of DfE. 

Melbourne: EcoRecycle Victoria and Product Ecology Pty Ltd. 

Greenhalgh, P. (1997). The History of Craft. In P. Dormer (Ed.), The Culture of Craft (pp. 20-52). 

Manchester: Manchester University Press. 

Halen, W. (1990). Christopher Dresser. London: Phaidon Press. 

Harrod, T. (2007). Otherwise Unobtainable: The Applied Arts and the Politics and Poetics of 

Digital Technology. In S. Alfoldy, & S. McEachern (Ed.), Neocraft Modernity and the Crafts (pp. 

225-239). Halifax, Nova Scotia, Canada: The press of the Nova Scotia College of Art and Design. 

Haseman, B. (2006). A Manefesto for Performative Research. International Australia 

incorporating Culture and Policy, theme issue 'Practice-led Research' (no.118) , 98-106. 



188 
 

Haseman, B. (2008, March 31). A Stich in Time: Issues in the Arts and Innovation Sectors. 

Retrieved June 3rd, 2009, from Council for the Humanities Arts and Social Sciences: 

http://www.chass.org.au/events/2008/art/presentations/pdf/EVE20080331BH.pdf 

Haseman, B. (2004). Research training for the Arts, Media and Design. In Innovation in 

Australian arts, media and design:Fresh challenges for the tertiary sector. Flaxton: Post 

Pressed. 

Haseman, B., & Jaaniste, L. (2008, November). The arts and Australia's national innovation 

system 1994-2008. Retrieved August 15th, 2009, from Council for the Humanities, Arts and 

Social Sciences: http://www.chass.org.au/papers/index.php?id=dat 

Haseman, B., Keane, M., & Wissler, R. (2004). Conclusions. In R. W. Brad, Haseman, S.-A. 

Wallace, & M. Keane, Innovation in Australian arts, media and design: fresh challenges for the 

tertiary sector (pp. 259-269). Flaxton, Brisbane: Post Pressed. 

Helyer, N. (2004). Prometheus Bound: Art, Science, Creativity and the Imagination. In R. 

Wissler, B. Haseman, S.-A. Wallace, & M. Keane, Innovation in Australian arts, media, design: 

fresh challenges for the tertiary sector (pp. 195-206). Brisbane: Post Pressed. 

Hendricks, J. (Ed.). (2007). New Design. Koln: Taschen. 

Herrold, D. (2004). Slip jet 3d printer. Retrieved January 22nd, 2007, from Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/papers/davidherrold/dherroldabstr

act.htm 

Hickey, G. (1997). Craft within a consuming society. In P. Dormer (Ed.), The Culture of Craft (pp. 

83-100). Manchester: Manchester University Press. 

Higgs, P. C. (2007, June 27). Australia’s creative economy: Basic evidence on size, growth, 

income and employment. Retrieved November 27th, 2009, from Queensland University of 

Technology: http://eprints.qut.edu.au/8241/1/8241.pdf 

Higgs, P. L., Cunningham, S. D., & Pagan, J. D. (2007). Australia’s creative economy: Definitions 

of the segments and sectors. Retrieved July 30th, 2009, from Queensland University of 

Technology: http://eprints.qut.edu.au/8242/1/8242.pdf 

Hooper, R. (2004). Splines, Nurbs and Boolean Curves The poetics of virtual form made flesh. 

Retrieved January 16th, 2007, from Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/papers/richardhooper/rhooperabstr

act.htm 

Howard, J. (2008, April). Between a hard rock and a soft splace: design, creative practice and 

innovation. Retrieved July 17, 2009, from Council for Humanities, Arts and Social Sciences: 

http://www.chass.org.au/papers/PAP20080521JH.php 

Howard, J. H. (2008, May 18). Rigour and relevance. Retrieved August 15th, 2009, from Council 

for the Humanities, Arts and Social Sciences: 

http://www.chass.org.au/papers/PAP20080520JH.php 

Howkins, J. (2001). The Creative Economy. New York: The Penguin Press. 



189 
 

Hughes, P. (2004, 9). A History of Engagement:The Troubled Relationship between Craft and 

Technology. Retrieved from Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/papers/peterhughes/phughesabstra

ct.htm 

Hughes, P. (2004, June). The argument against design. Retrieved November 17th, 2006, from 

Craft Australia: 

http://basement.craftaustralia.org.au/nationalForum/2004/papers/paper002.php 

Husemann, S. (Ed.). (2000). 30s and 40s Decorative Art. Koln: Taschen. 

Ioannou, D. N. (1997). Masters Of Their Craft: Clay, Glass, Metal, Fibre, Wood. Sydney: 

Craftsman House. 

JamFactory. (2009). Retrieved July 27th, 2009, from Jamfactory; Contemporary Craft and 

Design: http://www.jamfactory.com.au 

JP Gonzalez, K. O. (2000). Modular platfrom-based product family design. Advances in Design 

Automation Conference, (p. 11). 

Keele, K. (2008, March 31). 2008 The Arts, and the Innovation Agenda Workshop. Retrieved 

August 14th, 2009, from 

http://www.chass.org.au/events/2008/art/presentations/EVE20080331KK.php 

Keele, K. (2008, March 31). 2008 The Arts, and the Innovation Agenda Workshop. Retrieved 

August 14, 2009, from Council for the Humanities, Arts and Social Sciences: 

http://www.chass.org.au/events/2008/art/presentations/EVE20080331KK.php 

Khoo, V. (2008, October 7). My Small Business. Retrieved November 3rd, 2009, from Sydney 

Morning Herald: 

http://blogs.smh.com.au/enterprise/archives/2008/10/7_ways_to_build_your_brand_onl.htm

l# 

Kubler, A. (2007). Donna Marcus. In G. Cochrane (Ed.), Smart works:design and the handmade 

(pp. 46- 47). Sydney, NSW: Powerhouse publishing. 

Lawson, B. (1990). How Designers Think: The Design Process Demystified. London: Butterworth 

Architecture. 

Lonie, B. (2007). Andrew Last. In G. Cochrane (Ed.), Smart Works Design and the Handmade 

(pp. 42-45). Sydney: Powerhouse Publishing. 

Marsh, A. (2008, March 31). Design works: Towards a national policy. Retrieved November 

6th, 2009, from Council for the Humanities, Arts and Social Sciences: 

http://www.chass.org.au/events/2008/art/presentations/EVE20080331AM.php 

Mau, B. (2004). Massive Change. New York: Phaidon Press. 

McCullouch, M. (2005). The Connexity Project and beyond - a response to distributed actions. 

Retrieved August 19th, 2009, from Connectivity project/evaluation: 

www.connectivityproject.com 



190 
 

McEoin, E. (2007). Slow Design. In G. Cochrane (Ed.), Smart Works: design and the handmade 

(pp. 16-23). Sydney: Powerhouse Publishing. 

McEoin, E. (2005). The Vast Terrain of Aluminium. In Vast Terrain. Perth: Form Contemporary 

Craft and Design. 

McGillick, P. (2006). A Diverse Practice: Contemporary furniture, lighting and product design in 

Australia. In B. Parkes (Ed.), Freestyle New Australian Design for Living (p. 28). Sydney, NSW: 

Object Australian Centre for Craft and Design. 

Metcalfe, J., Riedlinger, M., Pisarski, A., & Gardner, J. (2006, November 9th). CHASS; Council 

for the humanities, arts and social sciences. Retrieved December 3rd, 2009, from Collaborating 

across the sectors: http://www.chass.org.au/papers/PAP20061101EA.php 

Morelli, N. (n.d.). Aalborg. Retrieved January 17th, 2008, from School of Architecture and 

Design: http://homes.aod.aau.dk/staff/nmor/Papers/paper%20028nm%20_amended_.pdf 

Morelli, N. (2006). Globalised Markets and Localised needs. Relocating Design Competence in a 

new Industrial Cotext. Retrieved March 2nd, 2007, from School of Architecture and Design 

Aalborg University, Aalborg Denmark: 

http://www.aod.aau.dk/staff/nmor/Papers/SDN_SystemAroundProduct.pdf 

Myer, R. (2002). Report of the Contemporary Visual Arts and Craft Inquiry. Canberra: 

Commonwealth of Australia. 

Naismith, N. (2004). Fourteen person minutes. Retrieved September 14, 2006, from 

Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/papers/nnaismith/nnaismithabstrac

t.htm 

Norman, D. A. (2004). Emotional Design: Why we love or hate everyday things. New York: Basic 

Books. 

Ostling, S. (2004, June). A match made in heaven, digital technologies, how long will they last? 

Retrieved February 20th, 2007, from Craft Culture: 

http://basement.craftaustralia.org.au/nationalForum/2004/papers/paper005.php 

Papanek, V. (1971). Design for the Real World: human Ecology and Social Change. Norwich: 

Thames and Hudson. 

Parkes, B. (2006). Freestyle: new Australian design for living. In Freestyle: new Australian 

design for living (p. 14). Sydney: Object: Australian Centre for Craft and Design. 

Plowman, I. (2008, June 26th). Innovation in rural Queensland: Why some towns thrive while 

others languish. (M. Mackenzie, Interviewer) 

Plowman, I., Ashkanasy, N. M., Gardner, J., & Letts, M. (2003, 12). University of Queensland. 

Retrieved June 25th, 2008, from Business School: 

http://www.business.uq.edu.au/display/research/Research+Reports 



191 
 

PMSEIC Prime Minister's Science, E. a. (2005). Imagine Australia. Canberra: Prepared by an 

Independant working group for PMSEIC. Commonwealth of Australia. 

Polanyi, M. (1958). Personal Knowledge: Towards Post-Critical Philosophy. London: Routledge 

and Kegan Paul. 

Polanyi, M. (1983). The Tacit Dimension. Gloucester: Peter Smith. 

Porter, M. E. (1990). The Competative Advantage of Nations. New York: The Free Press. 

Pradal, A. (2006). The Return of Craftmanship: Old techniques for new lifestyles. Pro Helvetica 

, pp. 52-54. 

Press, M. (2007). Handmade Futures: The emerging role of craft knowledge in our digital 

culture. In S. Alfoldy (Ed.), NeoCraft Modernity and the Crafts. Halifax, Nova Scotia, Canada: 

The Press of the Nova Scotia College of Art and Design. 

Reidelbauch, G. (2004). A match made in Heaven. Retrieved January 16th, 2007, from 

Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/papers/griedelbauch/griedelbaucha

bstract.htm 

Reidelbauch, G. (2004, June). Whats in a name. Retrieved November 8th, 2006, from Craft 

Australia online forum: 

http://basement.craftaustralia.org.au/nationalForum/2004/authors/riedelbauch.php 

Rittel, H. (1973). Dilemmas in a General Theory of Planning. Retrieved September 24th, 2009, 

from Some papers by and about Horst Rittel: 

http://www.uctc.net/mwebber/Rittel+Webber+Dilemmas+General_Theory_of_Planning.pdf 

Rittel, H. (1987). The reasoning of designers. Retrieved September 24th, 2009, from Some 

papers by and about Horst Rittel: 

http://www.uctc.net/mwebber/Rittel+Webber+Dilemmas+General_Theory_of_Planning.pdf 

Schebesta, F. (2009, March 11). 10 Sectets to marketing SMEs online. Retrieved November 

14th, 2009, from Australian Anthill: http://anthillonline.com/10-secrets-to-marketing-smes-

online/ 

Schön, D. (1985). The Design Studio: An Exploration of its Traditions and Potentials. London: 

RIBA. 

Schön, D. (1983). The reflective Practitioner: How Professionals Think in Action. New York: 

Basic Books. 

Sennett, R. (2008). The Craftsman. London: Penguin. 

Simpson, P. (2004). Craft Articulating Culture. Retrieved September 14th, 2006 , from 

Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/papers/pamsimpson/psimpsonabstr

act.htm 



192 
 

Singapore Furniture Industries Council. (2009). Vision, Mission, Values. Retrieved November 

14th, 2009, from Singapore Furniture Industries Council: 

http://www.singaporefurniture.com/about_vmv.htm 

Smith, A. (1904). An Inquiary into the Nature and Causes of the Wealth of Nations. (E. Cannon, 

Ed.) Retrieved July 30th, 2009, from Library of Economics and Liberty: 

http://www.econlib.org/library/Smith/smWN1.html 

Springboard: entrepreneurship for designers. (n.d.). Retrieved June 11th, 2009, from 

Springboard: www.australiandesignunit.com 

Strand, D. (1998, May). Research in the Creative Arts. Retrieved December 3rd, 2009, from 

Department of Education, Science and Training: 

http://www.dest.gov.au/archive/highered/eippubs/eip98-6/eip98-6.pdf 

Sudjic, D. (2008). The Language of Things. London: Penguin Group. 

Talevski, J. (2009, September 29th). Building your reputation online. Retrieved November 26th, 

2009, from The Sydney Morning Hearld: http://www.smh.com.au/executive-

style/management/building-your-reputation-online-20090929-ga1l.html 

Thackara, J. (1988). Beyond the Object in Design. In J. Thackara, Design After Modernism (pp. 

11-34). New York: Thames and Hudson Inc. 

Thackara, J. (1988). Preface. In J. Thackara, Design After Modernism (pp. 7-8). New York: 

Thames and Hudson. 

Thatcher, P. (2008, August). Style and Substance. Indesign , pp. 209-211. 

Thomas, C. (2009, June 26th). Online Sales. Retrieved November 26th, 2009, from Smart 

Company: http://www.smartcompany.com.au/online-sales/20090626-which-shopping-cart-

should-i-use.html 

Throsby, D. (2003). The Cultural Industries in the New Economy. In Craftwest, Shifting 

Foundations (pp. 37-41). Perth: Craftwest. 

Throsby, D., & Hollister, V. (2003). Dont give up your day job . Sydney: Australia Council. 

Throsby, D., & Mills. (1989). When Are You Going To Get A Real Job? Sydney: Australia Council. 

Throsby, D., & Thompson. (1994). But What Do You Do For A Living? Sydney: Australia Council. 

Toner-Edgar, M., & Phillips, M. (2004). Education and Hybrid Practice: Reflective Craft Practice. 

Retrieved September 14th, 2009, from Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/papers/toneredgarphillips/toner-

edgarabstract.htm 

Vignando, C. (2008, March 31). Shaping new attitudes. Retrieved November 5th, 2009, from 

Council for the Humanities, Arts and Social Sciences (CHASS): 

tp://www.google.com.au/search?hl=en&source=hp&q=shaping+new+attitudes&btnG=Google

+Search&meta=&aq=f&oq= 



193 
 

Warden, S. (2005). The Appeal of Aluminium; Popularity Versatility and Refinement. In Vast 

Terrain. Perth: Form Contemporary Craft and Design. 

White, H. (2004). Hybrid Practice - Challenging Traditional Craft Boundaries: Authenticity: 

Anxiety: Autonomy. Retrieved January 15th, 2007, from Challenging Craft: 

http://www2.rgu.ac.uk/challengingcraft/ChallengingCraft/papers/hazelwhite/hwhitebstract.ht

m 

Wissler, R., & Haseman, B. (2004). Innovation in Australian Arts,Media and Design: Fresh 

Challenges for the tertiary sector. (S.-A. Wallace, & M. Keane, Eds.) Flaxton: Post Pressed. 

Worden, S. (2004). Innovation for Added Value: Experimantation With Aluminium in the Fine 

Crafts and Design. Retrieved March 17th, 2007, from Curtin University Library: 

http://espace.library.curtin.edu.au:80/R/?func=dbin-jump-

full&object_id=19714&local_base=GEN01 

 

                                                           

 


