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ABSTRACT 

 

 

 

 

Nowadays, people engage in a diverse range of craft practices in their everyday 

lives, which take place in physical and digital realms, such as creating 

decorations for their homes, modifying IKEA furniture, making digital photo 

collages, or creating their own personal websites. Within this increasingly hybrid 

age, in which people engage with physical and digital artefacts alongside each 

other and simultaneously, the research presented in this thesis poses that there 

are opportunities for new forms of making and creativity at the intersection of 

physical and digital realms. In other words, it introduces hybrid craft as a new 

everyday craft practice. Using an interaction design research methodology that 

consists of research for design (interviewing physical and digital crafters about 

their current practices) and research through design (designing, prototyping, 

and evaluating a novel toolkit for hybrid craft, called Materialise), this thesis 

explores what forms hybrid craft practice may take in everyday life, and what 

new systems or tools could be designed that facilitate this practice. Employing a 

comparison of physical and digital craft practices, and findings from design work, 

design guidelines are formulated for effective combination of physical and digital 

materials, tools, and techniques, and the realisation of interactive hybrid craft 

results in interaction design, for example by implementing surprising material 

behaviour within physical-digital combinations, and by realising techniques to 

work with physical and digital materials in the same materiality realm. Through 

empirical and theoretical grounding and reflection, this thesis establishes hybrid 

craft as a novel concept within design research and craft communities that has a 

wide range of possibilities in everyday life, both in offering ways to do more with 

digital media, and in encouraging new forms of making and creativity.  
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CHAPTER 1: INTRODUCTION 

 

 

 

 

 

 

Putting down her favourite magazine, Ally is inspired and determined1. She 

has just read an article about Dutch designer Piet Hein Eek, who makes 

beautiful furniture out of scrap wood. After hours of browsing home 

catalogues and furniture stores in vain for something that is not too sleek and 

fits her interior, Ally has now decided she will make her own table from scrap 

wood. In the next few weeks she spends some time going to lumberyards, 

strolling down the beach for drift wood, and picking out bits and pieces from 

friends who have a fire place, until she has gathered enough material for her 

table. Having grown up with a father who was keen to teach her some DIY, 

Ally knows how to handle a hammer. In the evenings following her workdays, 

she enthusiastically and skilfully puts together her masterpiece, after carefully 

measuring how big the table should be, and roughly planning which piece of 

wood can go where. Some days later, the table is finished and Ally sits down 

with a cup of tea, enjoying her handiwork at a table that also looks great in her 

living room. 

 

A few houses down the road, Jake shuts down his computer: enough for today. 

At the moment, he spends most of his free time building a portfolio website 

for his photography hobby. He has always enjoyed taking photographs and 

often shows them to friends and family, or posts them on Facebook. However, 

his friends have repeatedly told him he should consider doing more with his 

photography; he is good enough to be a professional, they say. Jake is not 

                                                        
1 This chapter draws on material previously published in Golsteijn et al. (2012) and Golsteijn et 
al. (2014). 
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convinced but figures it cannot hurt to build up some web presence for 

himself in the form of a website dedicated to his photography. He has done 

some basic web programming years ago but now technology has changed, and 

Jake has spent a fair bit of time researching different scripting languages and 

browser compatibility solutions. After coming up with an idea for structure 

and content of his website, and sketching out some styling features, he 

decided to just start. Slowly getting a feel for web design as he worked, and 

through much trial and error, the end is now near. Some might say the 

website is already finished but, being a perfectionist, Jake still wants to put in 

some finishing touchÅÓȣ ÔÏÍÏÒÒÏ×Ȣ 

 

Consider these two scenarios. Both Ally and Jake are making something; Ally 

creates a physical table, while Jake builds a digital website. Physical and digital 

making seem two worlds apart; and yet there are common features of these two 

practices, such as the personal motivation to make something; the research and 

gathering of resources; and the design and planning of the work before 

execution. Both scenarios further highlight other characteristics often associated 

×ÉÔÈ ÍÁËÉÎÇ ÏÒ ȬÃÒÁÆÔȭȟ ÓÕÃh as skill in working; enjoyment; learning by doing; and 

ÐÅÒÆÅÃÔÉÏÎÉÓÍȢ 7ÈÅÎ ÌÏÏËÉÎÇ ÃÁÒÅÆÕÌÌÙȟ !ÌÌÙȭÓ ÁÎÄ *ÁËÅȭÓ ÐÒÁÃÔÉÃÅÓ ÁÒÅ ÎÏÔ ÔÈÁÔ 

different after all. Both these physical and digital activities are examples of the 

everyday craft practices many people nowadays engage in; they create 

decorations for their homes, hack IKEA furniture, make photo collages, or create 

their own personal websites.  

 

Ȭ#ÒÁÆÔȭ ÉÓ Á ÄÉÓÃÉÐÌÉÎÅ-dependent, contentious term, and a universal definition of 

craft, if this is feasible at all, has yet to be found. The term has, as art and craft 

researcher 0ÅÔÅÒ 'ÒÅÅÎÈÁÌÇÈ ÓÁÙÓȟ ȬÁ ÐÌÕÒÁÌÉÔÙ ÏÆ ÍÅÁÎÉÎÇÓȭ ÂÕÔ ÃÁÎ ÁÌÓÏ ÂÅ ÓÅÅÎ 

ÁÓ ȬÔÈÅ ÅÐÉÔÏÍÅ ÏÆ ÃÏÎÆÕÓÉÏÎȭ (in: Dormer, 1997, p.ix). Shiner (2012), for example, 

distinguishes between craft as a set of disciplines ɀ often defined based on 

materials used (e.g. wood, glass, clay) or techniques (e.g. weaving, throwing, 

blowing) ɀ and craft as a process and practice, which can be found for example in 

bricklaying, surgery, cooking, but also in teaching and parenting (Sennett, 2008).  
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This thesis focuses on the latter interpretation ɀ craft as a practice that can be 

found in everyday life ɀ as in the examples above. This view on craft resonates 

primarily with the theo retical stances of sociologists Richard Sennett and David 

Gauntlett. Sennett uses an analysis of crafters, craft and craftsmanship to 

ÉÌÌÕÓÔÒÁÔÅ ÔÈÁÔ ÃÒÁÆÔÓÍÁÎÓÈÉÐ ȬÎÁÍÅÓ ÁÎ ÅÎÄÕÒÉÎÇȟ ÂÁÓÉÃ ÈÕÍÁÎ ÉÍÐÕÌÓÅȟ ÔÈÅ 

ÄÅÓÉÒÅ ÔÏ ÄÏ Á ÊÏÂ ×ÅÌÌ ÆÏÒ ÉÔÓ Ï×Î ÓÁËÅȭ (2008, p.9). He continues to state that 

craftsmanship gÏÅÓ ÂÅÙÏÎÄ ÍÁÎÕÁÌ ÌÁÂÏÕÒȟ ÁÓ ÃÒÁÆÔ ÉÓ ÓÏÍÅÔÉÍÅÓ ÖÉÅ×ÅÄȡ ȬÉÔ 

serves the computer programmer, the doctor, and the artist; parenting improves 

×ÈÅÎ ÉÔ ÉÓ ÐÒÁÃÔÉÃÅÄ ÁÓ Á ÓËÉÌÌÅÄ ÃÒÁÆÔȟ ÁÓ ÄÏÅÓ ÃÉÔÉÚÅÎÓÈÉÐȭ (2008, p.9). This view 

concurs with !ÄÁÍÓÏÎȭÓ (2007, 2010) ÁÒÇÕÍÅÎÔÓ ÆÏÒ ÔÈÅ ÁÎÁÌÙÓÉÓ ÏÆ ÃÒÁÆÔ ÁÓ ȬÁ 

ÐÒÏÃÅÓÓȟ ÁÎ ÁÐÐÒÏÁÃÈȟ ÁÎ ÁÔÔÉÔÕÄÅȟ ÏÒ Á ÈÁÂÉÔ ÏÆ ÁÃÔÉÏÎȭ (2007, p.4) and his view on 

ÃÒÁÆÔ ÁÓ ȬÁ ×ÁÙ ÏÆ ÄÏÉÎÇ ÔÈÉÎÇÓȟ ÎÏÔ Á ÃÌÁÓÓÉÆÉÃÁÔÉÏÎ ÏÆ ÏÂÊÅÃÔÓȟ ÉÎÓÔÉÔÕÔÉÏÎÓ ÏÒ 

ÐÅÏÐÌÅȭ (2007, p.4). Importantly, this broad, practice-focused view on craft leaves 

room for the inclusion of new forms of making in the craft realm. Although the 

ÔÅÒÍ ȬÃÒÁÆÔȭ ÍÁÙ ÅÖÏËÅ ÉÍÁÇÅÓ ÏÆ ÄÁÒË ×ÏÒËÓÈÏÐÓȟ ÓÔÅÒÎ ÍÁÓÔÅÒÓȟ ÁÎÄ ÓÔÒÅÎÕÏÕÓ 

work with physical materials and tools, according to the views addressed above 

craft may just as easily apply to everyday practices in both physical (e.g. cooking, 

scrapbooking) as well as digital realms (e.g. blogging, photo editing).   

 

Gauntlett (2011) writes about the power of making in current times, and 

includes digital technologies, by drawing on examples ranging from physical 

making (such as DIY and knitting) to digital making (such as game avatars and 

YouTube videos). Gauntlett focuses on making practices that result in something 

novel ɀ as opposed to, for example, making the same chair from one drawing 

over and over again ɀ and thus he closely links making to creativity. Gauntlett 

draws ÏÎ #ÓÉËÓÚÅÎÔÍÉÈÁÌÙÉȭÓ (2010) ÄÅÆÉÎÉÔÉÏÎ ÏÆ ÃÒÅÁÔÉÖÉÔÙ ÔÏ ÄÅÆÉÎÅ ȬÅÖÅÒÙÄÁÙ 

creativÉÔÙȭ ÁÓ ÆÏÌÌÏ×Óȡ 

 

Ȭ%ÖÅÒÙÄÁÙ ÃÒÅÁÔÉÖÉÔÙ ÒÅÆÅÒÓ ÔÏ Á ÐÒÏÃÅÓÓ ×ÈÉÃÈ ÂÒÉÎÇÓ ÔÏÇÅÔÈÅÒ ÁÔ ÌÅÁÓÔ ÏÎÅ 

active human mind, and the material or digital world, in the activity of making 

something which is novel in that context, and is a process which evokes a 

feeling ÏÆ ÊÏÙȭ (Gauntlett, 2011, p.76).  
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Note that activities that are not novel, e.g. creating objects that are reproduced, 

can still be considered ÃÒÁÆÔȟ ÂÕÔ ÁÒÅ ÎÏÔ ÉÎÃÌÕÄÅÄ ÉÎ 'ÁÕÎÔÌÅÔÔȭÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ 

everyday creativity. Questions further arise around the differences between 

physical and digital practices and how notions about physical making can be 

carried over to the digital realm, e.g. digital objects can more easily be 

reproduced; is this still craft? This thesis explores such issues and reflects on 

differences between physical and digital making. Gauntlett ÁÄÄÓ ÔÈÅ ȬÅÖÅÒÙÄÁÙȭ ÔÏ 

ÔÈÅ ÎÏÔÉÏÎ ÏÆ ÃÒÅÁÔÉÖÉÔÙ ÔÏ ÒÅÊÅÃÔ ÁÄÄÒÅÓÓÉÎÇ ÏÎÌÙ ÔÈÅ ȬÃÅÒÔÉÆÉÅÄ ÐÕÂÌÉÃ ÇÅÎÉÕÓȭ ÁÎÄ 

ÉÎÓÔÅÁÄ ÔÁÌË ÁÂÏÕÔ ȬÁ ÆÒÉÅÎÄ ÏÒ ÃÏÌÌÅÁÇÕÅ ×ÈÏ ÓÅÅÍÓ ÔÏ ÌÉËÅ ÍÁËÉÎÇ ÔÈÉÎÇÓ ÏÒ 

solving problems in everyday liÆÅȭ (p.75). Sennett and Gauntlett share the view 

that crafting and making can be found in everyday practices. In this line, the 

interpretation of craft as a process and practice in everyday life, which is held 

ÃÅÎÔÒÁÌ ÆÏÒ ÔÈÉÓ ÔÈÅÓÉÓȟ ×ÉÌÌ ÂÅ ÒÅÆÅÒÒÅÄ ÔÏ ÁÓ ȬÅÖÅÒÙÄÁÙ ÃÒÁÆÔȭ ÁÎÄ ÉÓ ÄÅÆÉÎÅÄ ÁÓ: 

 

Ȭ%ÖÅÒÙÄÁÙ ÃÒÁÆÔ ÒÅÆÅÒÓ ÔÏ ÔÈÅ ÅÖÅÒÙÄÁÙ ÃÒÅÁÔÉÖÅ ÐÈÙÓÉÃÁÌ ÁÎÄȾÏÒ ÄÉÇÉÔÁÌ ÍÁËÉÎÇ 

ÐÒÁÃÔÉÃÅÓ ÐÅÏÐÌÅ ÅÎÇÁÇÅ ÉÎȟ ÁÒÉÓÉÎÇ ÆÒÏÍ Á ÐÅÒÓÏÎÁÌ ÄÅÓÉÒÅ ÔÏ ÄÏ ÓÏȢȭ 

 

Thus, everyday craft can take place in the physical as well as the digital realm 

(More about this in the next section). Moreover, technologies such as tablets and 

software applications have given people new means to express their creativity. 

This thesis in Interaction Design Research studies these everyday physical and 

digital craft practices of everyday people. Specifically, drawing on the notion that 

both physical and digital means have their strengths, it focuses on the integration 

of craft in physical and digital realms into ȬÈÙÂÒÉÄȭ forms of making, for example 

creating physical objects that incorporate digital media, such as a home-made 

digital photo frame that displays a slideshow. These integrated physical-digital 

craft forms will be referred to as ȬÈÙÂÒÉÄ ÃÒÁÆÔȭ.  

 

While this Introduction further defines hybrid craft later , and shows that certain 

craft activities in our everyday lives may have a hybrid craft process or result, 

current practices are only scraping the surface of what hybrid craft can 

potentially be. Taking a design research approach to envision new practices, this 

thesis aims, first, to develop a comprehensive understanding of what hybrid craft 
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practice entails and, second, to explore the design of new interactive products or 

systems to support hybrid craft.  

FRAMING EVERYDAY CRAFT 

Taking a step back from hybridity, it is first necessary to frame the notion of 

everyday craft further ɀ what is, and what is not, considered craft in the light of 

this thesis? There are some common ɀ and again contentious ɀ assumptions 

about craft, or boundaries around what may be considered craft, that can be 

found in literature and in common views on craft. When including everyday 

practices and digital materials in a view on craft practice, it becomes necessary 

to review ɀ and challenge ɀ these assumptions. 

 

CR AFT  IS  DO NE BY  HAND 

First, it is often assumed that craft is done by hand. As David Pye (1968) 

illustrates, this assumption and the notions ÏÆ ȬÈÁÎÄ-×ÏÒËȭ ÏÒ ȬÈÁÎÄÉÃÒÁÆÔȭ ÁÒÅ 

ÁÍÂÉÇÕÏÕÓȡ ÔÈÅÙ ÃÁÎ ÒÅÆÅÒ ÔÏ ×ÏÒË ÄÏÎÅ ÂÙ ÕÓÉÎÇ ÏÎÌÙ ÏÎÅȭÓ ÈÁÎÄÓ ÖÅÒÓÕÓ ×ÏÒË 

done by using tools; to work done using hand-tools versus work done by 

machines; or to work done using hand-powered tools versus work done using 

power-driven machine tools. Pye argues that hand-work and handicraft are 

ȬÈÉÓÔÏÒÉÃÁÌ ÏÒ ÓÏÃÉÁÌ ÔÅÒÍÓȟ ÎÏÔ ÔÅÃÈÎÉÃÁÌ ÏÎÅÓȭ (p.26). The idea of handicraft 

seems to refer to any type of workmanship as it was done before the Industrial 

Revolution, without the help of machines, and it became a protest carried 

forward by the Arts and Crafts Movement to oppose the workmanship common 

in the Industrial Revolution (Pye, 1968). However, William Morris, who stood at 

the base of the Arts and Craft Movement, did not see handwork as such; he saw 

handwork as work without the division of labour2, which could also include the 

use of tools or machines (Pye, 1968). In current times, as new technologies, such 

as 3D printers and laser cutters, are becoming more readily available, 

                                                        
2 In the division of labour one worker is set to do a specific simple task, for example within a 
production line, which he soon masters. After mastering this task his goal is merely to increase 
his speed in the production line (Morris, 1910-1915). Morris argued for forms of craft without 
this division of labour in which one worker was involved throughout the production of a 
complete object. 
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possibilities for everyday making expand, and new forms of crafting arise that 

may combine machine-aided activities ɀ such as the creation of components 

through 3D printingɀ; work done by hand ɀ such as the assembly of these 

components into a productɀ; and a blend of these, in which one interacts with a 

machine (e.g. a computer) through hand-guided input devices (e.g. a mouse or 

keyboard) in a new form of handwork (McCullough, 1996).  

 

In agreement with Morris and McCullough, it seems that when studying the 

everyday making practices in current times, the assumption that craft is done by 

hand is hard to uphold if this implies that craft is done without the help of 

machines or tools. Machines and tools, especially new technologies, do not take 

away the craft element, but instead can support the novel forms of crafting that 

are of interest to this thesis, as also argued by McCullough (1996). The 

assumption that craft is done purely by hand is therefore rejected to take a 

broader stance: craft includes any form of making that employs regular manual 

input from people, for example in guiding a machine (e.g. a sanding machine) or 

providing input (e.g. creating the model for 3D printing). This excludes fully 

automated processes in which no user input is required, but includes those 

processes in which machines or tools are used to support the process, such as 

working with Photoshop to create a photo collage. 

 

CR AFT  IS  PHY SIC AL 

Second, an assumption stemming from traditional views on craft guilds and 

trades is that craft deals with physical materials. As Risatti (2007) shows, 

traditionally craft is often categorised by the material that is used ɀ e.g. ceramics, 

glass, fibre, metals, and wood ɀ, or the process that is required to work with this 

material ɀ e.g. weaving, quilting, and turning. However, others (e.g. Gauntlett, 

2011, McCullough, 1996, Sennett, 2008) discuss digital technologies and media 

as new craft materials and argue for the inclusion of making practices with these 

digital materials in the definition of craft. Bean and Rosner further argue for 

expanding the notion of craft materials to include for example infrastructures, 

services, and technologies (2012). As these authors further show, not only can 
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the materials that are used to craft be non-physical, also the result of craft can be 

digital or immaterial, such as a website, YouTube video, or recital of a poem.  

 

With the inclusion of these new, often digital materials, it becomes increasingly 

important to understand how we go about crafting with these materials and how 

non-physical craft results may manifest themselves. Therefore, this thesis 

includes in its definition of craft materials also digital media ɀ ÓÕÃÈ ÁÓ ÐÅÏÐÌÅȭÓ 

photographs or videos ɀ as well as code, text, websites, and other files such as 

CAD models, and, as addressed, craft results do not have to be physical. All these 

materials can be used to craft artefacts: digital photographs can be used to create 

photo collages, or code can be used to create software, just as clay can be used to 

make pots, or wood can be used to make furniture. Hybrid craft specifically looks 

at the integration of physical materials ɀ traditionally considered craft materials 

ɀ and digital materials ɀ which can be considered new craft materials. 

 

CR AFT  IS  FU NC TIO NAL 

Third, it is often assumed that craft objects are functional, e.g. a crafted pot, and 

craft is often contrasted with art, which is said to lack such a functional role. 

Strongly advocated by Howard Risatti in his taxonomy of craft based on applied 

function (Risatti, 2007), this view states that craft arises from a physiological 

need and craft objects have physical functions, which are either containers (e.g. 

cups or bowl), covers (e.g. blankets or clothing), or supports (e.g. beds or chairs). 

4ÈÅ ÁÕÔÈÏÒȭÓ ÆÕÒÔÈÅÒ ÄÉÓÃÕÓÓÉÏÎ ÏÆ ÁÄÄÉÔional categories of shelters (e.g. 

architecture) and adornment (e.g. jewellery) indicates that the taxonomy does 

not cover everything that may be considered craft. Risatti separates craft from 

art; the latter does not have a physical function, but rather its function is 

communication and dealing with social conventions. However, boundaries 

between art and craft are blurring as crafters create objects that do not meet 

physical functions or that have decorative or creative elements, and as artists 

skilfully w ork towards mastery of their specific medium, their aims extending 

beyond creative expression and communication (e.g. Risatti, 2007, Shiner, 2012). 

2ÉÓÁÔÔÉȭÓ ÆÒÁÍÅ×ÏÒË ÏÆ ÕÔÉÌÉÔÁÒÉÁÎ ÁÎÄ ÆÉÎÅ ÁÒÔÓ ÁÎÄ ÃÒÁÆÔÓ ÓÈÏ×Ó ÔÈÁÔ ÄÉÓÔÉÎÃÔÉÏÎÓ 
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between arts and craft based on function are not as clear-cut (2007). In current 

times, with more ways to express ourselves through digital means ɀ while many 

of these still require the skilful manipulation of materials with manual user input 

ɀ it becomes even more difficult to hold the claim that craft has a physical or 

physiological function. Consider the design and modelling of a ring that is then 

3D printed and cast in silver ɀ this ring does have a function, but this function 

lies in the realm of communication (traditionally assigned to art). However, 

based on its process of making it can easily be argued that the ring is a craft 

object. Therefore, following the blurred boundaries of art and craft, this thesis 

discards the assumption that all craft objects need to be functional in the 

traditional (physical) sense and it will include in its view on everyday craft the 

functions of art and new media, such as communicatioÎ ÏÒ ÅØÐÒÅÓÓÉÎÇ ÏÎÅȭÓ 

identity or values. 

 

CR AFT  IS  NO T  CR EATIVE 

Fourth, related to the discussion of art and craft, it is often assumed that craft is 

not creative or innovative. This assumption claims that art is the domain of 

creative expression and innovation, and craft is the domain of skill and mastery, 

which relies on existing principles and repetition (e.g. Risatti, 2007, Shiner, 

2012). Instead ɀ again drawing on the fading boundaries between art and craft, 

and artists and crafters crossing the boundaries of their fields ɀ the view of craft 

in this thesis includes also, and foremost, those works and processes that are 

ÃÒÅÁÔÉÖÅ ÏÒ ÉÎÎÏÖÁÔÉÖÅȢ -Ã#ÕÌÌÏÕÇÈ ÓÔÁÔÅÓȡ Ȭ)Î ÄÉÇÉÔÁÌ ÐÒÏÄÕÃÔÉÏÎ ÃÒÁÆÔ ÒÅÆÅÒÓ ÔÏ 

the condition where people apply standard technological means to unanticipated 

ÏÒ ÉÎÄÅÓÃÒÉÂÁÂÌÅ ÅÎÄÓȭ (McCullough, 1996, p.21). Ingold (2006) similarly argues 

that with the advance of technology, skill does not disappear but has shifted to 

the improvisation and creativity needed to disassemble technology and 

ÉÎÃÏÒÐÏÒÁÔÅ ÉÔ ÉÎÔÏ ÏÎÅȭÓ Ï×Î ÐÒÁÃÔÉÃÅȢ )Î ÔÈÅÓÅ ÖÉÅ×Ó ÃÒÅÁÔÉÖÉÔÙ ÁÎÄ ÉÎÎÏÖÁÔÉÏÎ 

are needed to come up with new ways to use digital technologies or media. 

Similarly, being a novel practice, hybrid craft will inherently require creativity to 

come up with ways to integrate digital and physical materials into hybrid 

creations. Therefore the notion that craft is not creative is rejected within the 
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view on craft upheld in this thesis. Contrarily, a certain level of creativity is a 

requirement, in that the crafter comes up with ideas within the craft process, 

rather than merely executing ÏÔÈÅÒÓȭ ideas or repeating the same process. 

 

CR AFT  IS, O R  IS  NO T, UNIQ U E 

Fifth and final, contradictory assumptions about craft exist which claim that craft 

objects are unique or one-off, or that craft objects can be made in endless series 

based on one design. The first assumption looks at craft versus industrial 

production and sees craft objects as the individually made counterparts of mass-

produced objects (e.g. Cardoso, 2010). The second separates designer and crafter 

and sees the designer as the one who comes up with an idea and the crafter as 

the one who merely executes the idea and who is thus in principle capable of 

making the same object endlessly (e.g. Pye, 1968). When considering digital 

media and technologies craft materials and tools, it is obvious that craft objects 

made from these materials can easily be reproduced once a design has been 

made, e.g. a digital image can be copied and each copy will be exactly the same. 

On the other hand, physical objects are unique even if they are made according to 

the same design or using the same mould, for example due to imperfections in 

the material. When integrating digital materials with physical materials, hybrid 

craft objects can have mixed attributes and can include both unique and 

reproducible elements. Uniqueness can, for example, be introduced through the 

inclusion of specific physical materials, or the specific integration of physical and 

digital materials, and through changes in the object caused by interaction with it, 

if the hybrid craft result is an interactive creation. Although digital means are 

inherently non-unique and reproducible, hybrid craft thus strikes an interesting 

balance between uniqueness and reproducibility, making both assumptions both 

true and untrue for this specific type of craft. 

 

EVERY DAY HY BR ID  CR AFT 

In sum, with its view of craft centred on everyday creative making practices and 

hybrid materiality, this thesis does not limit its interpretation of craft to focus on 

handwork, physical materials, objects with a physical function, or objects that 
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are non-creative and reproducible ɀ assumptions that have often guided the 

boundaries of what may be considered craft. It will further not limit itself to 

considering craft those processes and materials that have traditionally been 

called craft in relation to trades or guilds, e.g. glass-making, or goldsmithing (e.g. 

Sennett, 2008), or to the views, resulting from the Arts and Crafts Movement, of 

craft as an amateur or hobby practice (e.g. Adamson, 2007, Pye, 1968). Rather it 

will take a broader view and include: 

 

¶ new forms of handwork, which may consist of interaction with computer 

devices and other technologies, and the manipulation of digital data;  

¶ new craft materials, which may include physical as well as digital 

materials and media;  

¶ new functions, which may include functions beyond physiological needs, 

ÓÕÃÈ ÁÓ ÓÈÁÒÉÎÇ ×ÉÔÈ ÏÔÈÅÒÓȟ ÏÒ ÃÏÍÍÕÎÉÃÁÔÉÎÇ ÏÎÅȭÓ ÉÄÅÎÔÉÔÙȠ  

¶ creativity, which may include novel integrations of physical and digital 

materials;  

¶ uniqueness, which may combine reproducible digital materials and digital 

craft objects with unique physical materials and interaction results. 

 

Further, since craft is seen as a broad category of making practices, not limited to 

specific disciplines or materials, there will be no specific distinction made 

ÂÅÔ×ÅÅÎ ȬÃÒÁÆÔÉÎÇȭ ÁÎÄ ȬÍÁËÉÎÇȭȢ #ÒÁÆÔÉÎÇ ÉÓ ÃÏÎÓÉÄÅÒÅÄ Á ȬÃÁÒÅÆÕÌ ÆÏÒÍ ÏÆ ÍÁËÉÎÇȭȟ 

ÓÉÍÉÌÁÒ ÔÏ 3ÅÎÎÅÔÔȭÓ ÒÅÑÕÉÒÅÍÅÎÔ ÏÆ ȬÄÏÉÎÇ Á ÊÏÂ ×ÅÌÌȭ (2008, p.9), which may be 

done by one person or collaboratively. While this may seem to imply that one has 

ÔÏ ÂÅ ȬÓËÉÌÌÅÄȭ ÏÒ ÇÏÏÄ ÁÔ ÓÏÍÅÔÈÉÎÇȟ ÔÈÉÓ ÉÄÅÁ ÉÓ ÒÅÊÅÃÔÅÄȠ ÉÎÓÔÅÁÄȟ ÉÔ ÉÓ ÓÕÇÇÅÓÔÅÄ 

that, in order to be considered craft, a making activity has to be done carefully ɀ 

with thought, deliberation, and care ɀ ÁÎÄ ×ÅÌÌȟ ×ÉÔÈÉÎ ÏÎÅȭÓ Ï×Î ÁÂÉÌÉÔÉÅÓȢ 4ÈÅ 

×ÏÒÄÓ ȬÃÒÁÆÔÉÎÇȭ ÁÎÄ ȬÍÁËÉÎÇȭ are used interchangeably throughout this thesis to 

avoid the tedium of repeating words. In addition, since everyday craft refers to 

everyday making practices instead of professional craft, this thesis assumes no 

ÓÐÅÃÉÆÉÃ ÒÅÑÕÉÒÅÍÅÎÔÓ ÆÏÒ ÃÒÁÆÔÅÒÓȭ ÓËÉÌÌÓ ÏÒ ÔÒÁÉÎÉÎÇ ÉÎ ÔÈÅÉÒ ÃÒÁÆÔȠ ÁÆÔÅÒ ÁÌÌȟ 

novices may engage in creative practices based on a personal desire to do so and 

execute these practices to the best of their abilities, just as experts would. This 
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does not imply that if crafters have had training in their craft they cannot be an 

everyday crafter; they may still engage in practices that fit everyday craft. 

 

Finally, there are still debates around the relationship between craft and design, 

and craft and art (e.g. Bean and Rosner, 2012, Cardoso, 2010, Collingwood, 2010, 

Dormer, 1997, Risatti, 2007, Shiner, 2012). Craft is traditionally seen as the 

executing arm of design, or the uncreative counterpart of art. However, this 

thesis follows 3ÈÉÎÅÒȭÓ (2012) view that craft, design, and art should be thought 

of as three overlapping areas rather than exclusive practices, and that 

boundaries between these practices have not just blurred, but have all but 

completely disappeared. In everyday craft, this overlap may be even stronger 

than in disciplines, studios, or education because the drive for making is not 

creating something that fits an exhibition, studio ideal or course requirement, 

but creating something for oneself or for others. In its view on craft, this thesis 

therefore eliminates the distinctions between design, art and craft to include 

forms of making that may traditionally be classified in either of these domains; 

i.e. it includes woodwork, pottery, and painting, as well as Photoshop activities, 

and web design.  

DEFINITIONS AND TERMINOLOGY AROUND 

HYBRID CRAFT 

After having defined and framed what is considered everyday craft, it is 

important to further specify what hybrid craft entails. Regardless of materiality, a 

distinction that can be made when speaking about craft practices is between the 

process and result of these practices. Both process and result can be physical, 

digital, or both (hybrid), and the materiality of process and result do not have to 

be the same: a physical crafting process could also result in a digital craft result. 

To clarify what is meant by physical and digital, and with process and result, 

consider the following: 
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¶ A physical craft process is a process in which only physical materials (to 

make something from), physical techniques (to make something through), 

and physical tools (to make something with)  are used, such as painting, 

working with wood, claying, or making jewellery. 

¶ A physical craft result is a result that is purely physical in its materiality, 

e.g. a piece of jewellery, or a statue. 

¶ A digital craft process is a process in which only digital materials, digital 

techniques, and digital tools are used, e.g. making digital photo collages, 

programming, or writing a blog. Here digital materials are considered to 

be digital files such as photos and music, but also text or code, and digital 

tools to be, for example, software packages required to work with digital 

materials. 

¶ A digital craft result is a result that is purely digital in its materiality, e.g. 

digital photos, websites, or software.  

 

Note that a digital process or result cannot truly be free of physicality, because 

one always needs one or more physical tools to work with digital materials, e.g. a 

computer or a tablet. Similarly, one needs a physical device to perceive a digital 

craft result. However, as opposed to a physical craft process or result, in digital 

craft these physical means are only used because we cannot interact with digital 

materials or tools without them. The physical means are merely ways to enable 

or frame the digital craft process or result. In the same way as a digital artwork 

may require a physical medium, a physical painting may require a physical frame 

to appropriately perceive the work. Because similar constructions of enabling 

and framing exist for physical craft, this physicality in digital craft does not 

define the practice ɀ although it may influence it ɀ and therefore digital craft will 

be referred to as purely digital. 
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Following these demarcations, a hybrid craft process is a process that includes 

both physical and digital materials, techniques, and/or tools (in which the 

physical contributes beyond being a medium to enable or frame the digital)3. A 

hybrid craft result is a result that consists of both physical and digital elements 

(where the digital elements are still digital as opposed to printed, for example). 

Incorporating the focus on everyday crafting addressed before, the definition for 

hybrid craft used in this thesis is as follows:  

 

Ȭ(ÙÂÒÉÄ ÃÒÁÆÔ ÒÅÆÅÒÓ ÔÏ ÅÖÅÒÙÄÁy creative practices which use both physical 

and digital materials, techniques, and/or tools, to make physical-digital 

ÃÒÅÁÔÉÏÎÓȢȭ 

 

Table 1.1 shows a classification of crafting practices based on materiality, and 

some everyday examples for each form. The most straightforward forms of 

crafting are purely (in process and result) physical (Cell C1) and purely digital 

forms of crafting (CÅÌÌ #υɊȟ ÔÈÅÓÅ ÆÏÒÍÓ ÓÈÁÌÌ ÂÅ ÒÅÆÅÒÒÅÄ ÔÏ ÁÓ ȬÐÈÙÓÉÃÁÌ ÃÒÁÆÔȭ ÁÎÄ 

ȬÄÉÇÉÔÁÌ ÃÒÁÆÔȭȟ ÒÅÓÐÅÃÔÉÖÅÌÙȢ #ÅÌÌÓ #ς ÁÎÄ #τ ÃÏÍÂÉÎÅ ÐÈÙÓical and digital, but they 

are not hybrid as they do not include both physical and digital in either process 

or result, or both. Cell C2 is therefore referred to as digital-oriented craft and cell 

C4 as physical-oriented craft4Ȣ &ÏÌÌÏ×ÉÎÇ ÔÈÉÓ ÌÏÇÉÃȟ ȬÈÙÂÒÉÄ ÃÒÁÆÔȭ ÉÎÖÏÌÖÅÓ both a 

hybrid process and a hybrid result (Cell C9). Cells C3, and C6-8 involve either a 

hybrid process or a hybrid result, but are not hybrid in both, and shall thus be 

ÒÅÆÅÒÒÅÄ ÔÏ ÁÓ ȬÓÅÍÉ-ÈÙÂÒÉÄ ÃÒÁÆÔȭȢ )Ô ÃÁÎ ÂÅ ÓÅÅÎ ÆÒÏÍ 4ÁÂÌÅ ρ.1 that in the area of 

hybrid and semi-hybrid craft, a hybrid process enables more everyday craft 

                                                        
3 Although all three aspects in the integration of physical and digital materials, techniques, and 
tools are important for an exploration of hybrid craft, it may be the case that not all hybrid craft 
processes will include integration in all three. For example, a hybrid craft process may include 
physical and digital materials, but may be realised using only physical techniques and physical 
tools. However, possibilities for realising this depend greatly on the systems or products that are 
designed to support hybrid craft, and more insight into (hybrid) craft practice is needed to assess 
which designs would best support hybrid craft practice. Therefore, it is envisioned for now that 
one or more of these aspects needs to include physical and digital elements and all three are 
explored in design work; Chapters 8 and 9 further address how materials, tools, and techniques 
can be physical-digital integrations. Since it is a requirement for hybrid craft results, it is 
envisioned that physical and digital materials always need to be integrated in process and result. 
4 )ÎÓÐÉÒÅÄ ÂÙ &ÁÌÌÍÁÎȭÓ (2003) ÎÁÍÉÎÇ ÃÏÎÖÅÎÔÉÏÎ ÆÏÒ ȬÄÅÓÉÇÎ-ÏÒÉÅÎÔÅÄ ÒÅÓÅÁÒÃÈȭ ÁÎÄ ȬÒÅÓÅÁÒÃÈ-
ÏÒÉÅÎÔÅÄ ÄÅÓÉÇÎȭȢ 
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examples, while hybrid craft results move more towards the realm of specific 

disciplines or skillsets, such as interaction design or hardware skills.  

 

 

Table 1.1 Examples wit hin a classification of craft  practices based on materiality. In each 

cell the example in italics is illustrated 5. 

 

Another distinction that is of particular interest to interaction design research is 

the interactivity of craft. Does a craft result react to someone interacting with it, 

can it evolve over time, can it be different in different situations ɀ e.g. when 

different people are present in a room ɀ, or can it be edited as new material 

ÂÅÃÏÍÅÓ ÁÖÁÉÌÁÂÌÅ ÏÒ ÁÓ ÓÏÍÅÏÎÅȭÓ ÉÎÔÅÒÅÓÔÓ ÏÒ ÐÒÅÆÅrences change? Note that all 

these examples of interactivity refer to the craft result, because a craft process 

inherently involves working with materials and tools, and constantly changing 

the craft piece through user actions in the process; as such, a craft piece is, in a 

way, interactive throughout the craft process. Craft results on the other hand, can 

be either static or interactive, in which Ȭinteractiveȭ ÉÓ ÄÅÆÉÎÅÄ ÁÓ ÂÅÉÎÇ ȬÄÅÓÉÇÎÅÄ 

ÔÏ ÒÅÓÐÏÎÄ ÔÏ ÔÈÅ ÁÃÔÉÏÎÓȟ ÃÏÍÍÁÎÄÓȟ ÅÔÃȢȟ ÏÆ Á ÕÓÅÒȭ6. Note that user input can be 

                                                        
5 The copyright for all images is held by the researcher. Images are: C1: creation of a wooden 
bench by a research participant (permission for use of photo granted); C2: digital photograph of a 
parrot; C3: screen that shows live footage alongside the stage at the 2012 New Orleans Jazz Fest; 
#τȡ ÐÈÏÔÏ ÏÆ ÐÒÉÎÔÅÄ ÄÏÃÕÍÅÎÔÓȠ #υȡ ÓÃÒÅÅÎÓÈÏÔ ÏÆ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ ÂÌÏÇȠ #φȡ ÐÈÏÔÏÓ ÏÆ Á ÓÅÒÖÏ 
step motor attached to an Arduino microproceÓÓÏÒȠ #χȡ ÐÈÏÔÏ ÏÆ ÔÈÅ ÁÓÓÅÍÂÌÙ ÏÆ ÔÈÅ Ȭ-ÁÔÅÒÉÁÌÉÓÅȭ 
prototype; C8: digitally edited sketch of an early design idea; and C9: photo of the prototype of 
ÉÎÔÅÒÁÃÔÉÖÅ ÐÈÏÔÏ ÃÕÂÅ ÄÅÓÉÇÎ Ȭ#ÕÅÂȭ (Golsteijn and Hoven, 2013). 
6 Definition from online dictionary Merriam Webster: http://www.merriam -webster.com 
(Accessed June 2014). 



15 
 

direct, e.g. the user presses a button or touches an object, or indirect, e.g. the user 

enters a room which is perceived by the object, or a user makes changes 

elsewhere that are processed by the object, e.g. updates on social networks. In 

either situation, the objects will typically react with a certain state change that 

may facilitate new input from the user. Table 1.2 shows some examples of static 

and interactive physical, digital, and hybrid craft results. Note that a physical 

craft result hereby refers to a result of physical craft, i.e. involving a physical 

process and result (Cell C1 in Table 1.1), and not to a physical result of any form 

of craft; similarly, a digital craft result is a result of digital craft (Cell C5 in Table 

1.1), and a hybrid craft result is a result of hybrid craft (Cell C9 in Table 1.1).  

 

 

Table 1.2 Examples of static and interactive craft results.  

 

Although the table shows that physical craft can be interactive, digital materials 

have the potential to provide interactivity that goes beyond the craft result itself. 

For example, interactivity can be provided by allowing change of an object 

remotely through online information ɀ in which there is no direct interaction 

with the craft result ɀ , or by changing media content or information on the 

object and/or on other devices ɀ in which the result of interactivity goes beyond 

a simple state change of the craft result. As such, including digital materials into 

(digital or hybrid) craft practice opens up a new design space of highly 

interactive craft, which comes with its own set of design challenges and 

opportunities, e.g. how to successfully integrate physical and digital elements in 

interactive hybrid craft, how to interact with interactive hybrid craft results, and 

how hybrid craft results may change following interaction. In line with the 

interests of the field of interaction design research, this thesis focuses on 

interactive hybrid craft, rather than static hybrid craft. As such, it also concerns 
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itself with those questions posed above, within its aims of developing a notion of 

hybrid craft practice, and designing to support this practice.   

 

HY B R ID CR AFT:  EMPLO Y ING STR IC T AND L IB ER AL  DEF IN IT IO NS 

The previous section has defined a strongly focused interpretation of hybrid 

craft which is aimed for in the design of new systems that facilitate this practice. 

Although this strict definition leaves out certain practices that could be 

considered hybrid craft, it is beneficial to demarcate a strongly specified 

application area in order to focus the design brief for ideation activities. Within 

this strict definition, hybrid craft includes a hybrid process and result, and is 

interactive. In addition, the digital materials that are still present in their digital 

forms in a hybrid craft result are digital files, or collections of files, as opposed to 

more ephemeral representations such as displaying the time on a digital clock, or 

blinking an LED. As mentioned, a simple example of a hybrid craft result would 

be a physically decorated or enhanced digital photo frame that displays a 

selection of photographs or a self-made photo collage. Hybrid craft within this 

definition thus employs digital materials on a higher level: the file level, rather 

than the bit, electronics, or coding level. This excludes certain practices that are 

currently being done by technophiles, such as those who engage in the Maker 

culture7. Although these practices are hybrid in that they use both physical and 

digital materials, techniques, and/or tools to make physical-digital creations, 

craft results usually do not include digital materials at the file level, but instead 

focus on electronics. These practices thus have different foci and results, and as 

Table 1.1 has shown, hybrid craft within its strict definition lies more within the 

realm of interaction designers (who may or may not create prototypes that 

would be considered hybrid craft) than in the realm of everyday crafters. Thus, 

while hybrid craft in the broader interpretation does happen in everyday life 

(although solely done by those with a love for technology), few or no examples 

exist of hybrid craft in the strict definition within everyday craft practices, and 

ÔÈÅÒÅ ÁÒÅ ÎÏ ÔÏÏÌÓ ÏÒ ÐÌÁÔÆÏÒÍÓ ÔÈÁÔ ÆÁÃÉÌÉÔÁÔÅ ÔÈÉÓȢ 4ÈÉÓ ÔÈÅÓÉÓȭ ÐÒÅÍÉÓÅ ÉÓ ÔÈÁÔ ÔÈÉÓ 

form ÏÆ ȬÅÖÅÒÙÄÁÙ ÈÙÂÒÉÄ ÃÒÁÆÔȭ ÃÁÎ ÂÅ Á ÆÒÕÉÔÆÕÌ ÁÒÅÁ ÆÏÒ ÔÈÅ ÕÓÅ ÏÆ ÐÅÏÐÌÅȭÓ 

                                                        
7 A technology focussed DIY craft practice that includes the use of microprocessors, electronics, 
3D printing and robotics. See: http://makezine.com (Accessed June 2014). 
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personal digital media alongside physical materials in new creative practices, 

which is why it aims for the design of systems that can facilitate these practices 

for everyday crafters, who are not necessarily technophiles or know how to code.  

While this strict definition of hybrid craft is used to focus the design brief, a more 

liberal interpretation is employed for studies that inform the design (e.g. 

interview studies into craft, which include physical, digital and semi-hybrid 

forms) and reflecting on hybrid craft more generally (Chapter 10). Here Maker 

practices and other currently existing hybrid practices are also considered. 

Taking a more liberal view outside the focused design brief is considered 

beneficial for developing a comprehensive understanding of hybrid craft and to 

open up the design space initially; after all, it cannot be anticipated beforehand 

where interesting opportunities for hybrid craft may lie.  

MOTIVATION FOR THIS RESEARCH: WHY HYBRID 

CRAFT MATTERS 

-ÁËÉÎÇ ÁÎÄ ÃÒÁÆÔÉÎÇ ÈÁÖÅ ÂÅÅÎ ÉÎÔÅÒ×ÏÖÅÎ ÉÎ ÐÅÏÐÌÅȭÓ ÌÉÖÅÓ ÆÏÒ Á ÌÏÎÇ ÔÉÍÅȠ 

originally mostly within professions but later also recreationally, people have 

turned to making both for functional reasons and for the experience of making 

itself. In our current mass-production society, there appears to be a turn back 

towards making (Cardoso, 2010, Gauntlett, 2011) which becomes evident in the 

existence and popularity of maker fairs and online communities with how-to 

ÒÅÓÏÕÒÃÅÓ ÁÎÄ ÂÌÏÇÓ ÏÆ ÍÁËÅÒÓȭ ÅØÐÅÒÉÅÎÃÅÓȟ ÓÕÃÈ ÁÓ Ȭ)ÎÓÔÒÕÃÔÁÂÌÅÓȭ8 ÁÎÄ Ȭ-ÁËÅ 

-ÁÇÁÚÉÎÅȭ9. With the prominence of digital materials in our everyday lives, such 

as photographs, websites, and emails, there have been repeated findings that 

people also enjoy making and crafting with digital materials, and that self-made 

ÄÉÇÉÔÁÌ ÔÈÉÎÇÓ ÃÁÎ ÂÅÃÏÍÅ ȬÃÈÅÒÉÓÈÅÄ ÏÂÊÅÃÔÓȭȟ ÏÂÊÅÃÔÓ ÏÆ ÐÁÒÔÉÃÕÌÁÒ ÓÅÎÔÉÍÅÎÔÁÌ 

value to the owner (e.g. Golsteijn et al., 2012, Odom et al., 2011, Petrelli and 

Whittaker, 2010).  

 

                                                        
8 http://www. instructables.com (Accessed June 2014). 
9 http://makezine.com/projects/ (Accessed June 2014). 
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Previously, studies looking at cherished objects (e.g. Golsteijn et al., 2012, Jung et 

al., 2011, Odom et al., 2009, Petrelli et al., 2008) have shown that digital objects 

are less likely to be cherished than physical objects, for example because of 

ephemerality, relative invisibility in the everyday landscape, and the existence of 

huge, unorganised collections. However, cherishing certain objects provides 

important selection mechanisms to decide what to keep and what to dispose of, 

which may be even more crucial for the overwhelming amount of digital things 

we own. It further supports our meaning-making by giving us focal points for 

understanding and communicating our identities, telling our stories, and 

reminiscing about our experiences (e.g. Dant, 1999, Miller, 1998, Woodward, 

2007). It is thus important to understand and support the cherishing of, 

particularly a digital, but in fact any object. This thesis zooms in on one aspect 

that was found to be an important reason to cherish things: craft. Whether it is 

because we made an object from scratch, because someone else made it for us, or 

because we spent hours tweaking or augmenting it, craft appears to make an 

object more likely to be cherished (e.g. Jung et al., 2011, Odom et al., 2009, Odom 

et al., 2011, Golsteijn et al., 2012).  

 

CHER ISHING CR AFT 

In 1981, Csikszentmihalyi and Rochberg-Halton published their study on 

cherished possessions, in which they discuss what objects were cherished and 

why. In this study 12% of all objects were cherished because they were crafted ɀ 

ÄÅÆÉÎÅÄ ÁÓ ȬÍÁÄÅ ÂÙ ÈÁÎÄ ÂÙ ÅÉÔÈÅÒ ÒÅÓÐÏÎÄÅÎÔȟ ËÉÎ, friend, or someone known 

ÂÙ ÔÈÅ ÒÅÓÐÏÎÄÅÎÔȭ (1981, p.272). Similarly, in the study carried out within this 

doctoral research (Golsteijn et al., 2012) a focus group approach was used to 

study which objects people cherish, hereby explicitly including physical and 

digital objects (the ephemeral things on our devices, such as photos, emails, 

websites). While the data around the 41 selected cherished objects in this study 

confirmed the importance of craft for physical objects, for digital objects it 

appeared to be even more important: craft was the second most important 

reason ÆÏÒ ÃÈÅÒÉÓÈÉÎÇ ÄÉÇÉÔÁÌ ÏÂÊÅÃÔÓȟ ÁÆÔÅÒ ȬÓÅÌÆȭ ɀ a category indicating that the 

objects were important for the participants in relation to themselves. In addition, 
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ςτϷ ÏÆ ÁÌÌ ÏÂÊÅÃÔÓ ×ÅÒÅ ȬÃÒÁÆÔÅÄȭȟ ÅÖÅÎ ÉÆ ÃÒÁÆÔ ×ÁÓ ÎÏÔ ÔÈÅ ÒÅÁÓÏÎ ÐÁÒÔÉÃÉÐÁÎÔÓ 

mentioned for cherishing the object. It could thus be seen that craft formed a 

strong indicator for digital objects being cherished10. 

 

Other studies have sought to identify the objects we cherish and have included 

digital objects in this investigation (e.g. Jung et al., 2011, Kirk and Sellen, 2010, 

Odom et al., 2011, Petrelli and Whittaker, 2010, Bowen and Petrelli, 2011, 

Petrelli et al., 2008). These studies have found a similar appeal of craft, and have 

shown that digital objects that were cherished were often self-made, augmented, 

changed through use over time, or had been in other ways the focus of 

engagement for a longer time (Jung et al., 2011, Odom et al., 2009, Odom et al., 

2011). Further, in their study about time capsules, Petrelli et al. (2009) found 

that participants were active in crafting new content for the sole purpose of 

preservation in the time capsules, and studies with digital scrapbooks (West et 

al., 2007) and technology heirlooms ɀ technologies and digital media designed 

ÓÐÅÃÉÆÉÃÁÌÌÙ ÔÏ ÂÅ ÐÁÓÓÅÄ ÏÎ ÁÆÔÅÒ ÁÎ Ï×ÎÅÒȭÓ ÄÅÁÔÈ (Kirk and Banks, 2008) ɀ have 

illustrated that self-created objects are often cherished. As gifts for life events, 

such as weddings, craft artefacts can further symbolise relationships, are often 

appreciated when received, and kept with care (Massimi and Rosner, 2013). 

Furthermore, the process of crafting such personal media objects is often a 

meaningful and cherished activity (Petrelli et al., 2009, Stevens et al., 2003, 

Massimi and Rosner, 2013), although craft practices around digital media are 

often confined and idiosyncratic as limited means exist for adjusting and 

personalising digital media in current archiving systems (Odom et al., 2011) and 

for displaying digital craft results in the home (Kirk and Sellen, 2010). Within the 

view that craft may help to select and create cherished objects, Gauntlett argues 

ÔÈÁÔ ÃÒÁÆÔ ÁÎÄ ÃÒÅÁÔÉÖÉÔÙ ÍÁÙ ÆÕÒÔÈÅÒ ÏÆÆÅÒ Á ȬÐÏÓÉÔÉÖÅ ÖÉÓÉÏÎ ÔÏ ÍÁËÉÎÇ ÁÎÄ 

ÒÅÕÓÉÎÇȭ ÁÎÄ ÁÎ ÁÌÔÅÒÎÁÔÉÖÅ ÔÏ ÁÃÃÕÍÕÌÁÔÉÎÇ ÍÏÒÅ ÐÕÒÃÈÁÓÅÄ ÐÒÏÄÕÃÔÓ ÔÈÁÔ ÄÏ ÎÏÔ 

positively contribute to well-being (2011, p.57). Gauntlett argues that craft has 

the potential to contribute to well-being on a personal and societal level, for 

                                                        
10 This study was the prime motivation for studying craft after an initial investigation of 
cherished objects within the PhD research that identified craft as an important reason for 
cherishing objects. For more information on this study, see Golsteijn et al. (2012). 
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example because it allows us to choose our own activities and projects to work 

on, and to connect with others in engaged communities.  

Therefore, the research presented in this thesis studies craft practice as a whole 

ɀ including process and result ɀ and focuses on enabling more creative and 

personal practices with digital materials, alongside physical materials. In sum, 

this is considered a valuable research goal based on the premise that craft 

practice can have beneficial effects on our digital media accumulation, 

consumption, and presentation; and our lives in general, for example in 

supporting our meaning making (e.g. Dant, 1999, Miller, 1998, Woodward, 

2007), and increasing our well-being (Gauntlett, 2011, Sennett, 2008).  

 

HY B R ID ITY 

Despite the fact that craft with digital media has been acknowledged as a reason 

for cherishing objects (e.g. Golsteijn et al., 2012, Jung et al., 2011, Odom et al., 

2009, Odom et al., 2011) and that digital practices have been referred to as craft 

(e.g. McCullough, 1996, Sennett, 2008), because of long traditions of craft as a 

physical practice, the term still has strong physical connotations, which is 

illustrated by the foci of contemporary craft literature (e.g. Adamson, 2007, 

Adamson, 2010, Dormer, 1997, Risatti, 2007, Shiner, 2012). This is unsurprising 

because the domain of craft with the inclusion of digital materials is still 

relatively new. It does not, however, mean that physical craft practice is more 

valuable, or that the physical should be discarded in favour of new, digital forms 

of crafting. This thesis poses that what is particularly valuable to explore is 

where the two come together and new forms of craft practice can exist on the 

intersection of physical and digital. As mentioned, researchers within HCI have 

argued for the inclusion of digital materials in the notion of craft materials (e.g. 

Bean and Rosner, 2012). Since these digital technologies and materials are still 

embedded in our physical environments, it is not only considered interesting to 

study practices around digital crafting materials, but also the hybridity of these 

new forms of craft. Moreover, physical and digital materials, tools, and 

techniques have different strengths and advantages, which may be effectively 
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combined in hybrid practices11. Table 1.3 lists some examples of these 

advantages of physical and digital craft.  

 

 

Table 1.3 Examples of strengths of craft with physical and digital materials, tools, and 

techniques (this list is not meant to be exhaustive).  

 

Furthermore, in design research there is a tradition of studying the integration of 

physical and digital materials ɀ e.g. within Tangible Interaction research (e.g. 

Fitzmaurice et al., 1995, Ullmer and Ishii, 2000) ɀ for example by using physical 

tools or actions to interact with digital materials, and more recently by showing 

digital information through changes in the physical appearance of an object (e.g. 

Alexander et al., 2012, Iwata et al., 2001). The study of hybrid craft practice 

follows this tradition and at the same time resonates with a recent increased 

interest in craft in design research (e.g. Bardzell et al., 2012, Bean and Rosner, 

2012, Buechley et al., 2009, Rosner, 2010) and in everyday life, as in this era 

there is a shift from consumption to active participation in digital media and 

technology (Gauntlett, 2011). As such, this research brings together these two 

important research agendas and enters an unexplored design and research space 

of physical-digital integration in the area of craft, thus providing a valuable and 

topical contribution to design research. 

  

                                                        
11 4ÈÅ ÔÅÒÍ ȬÈÙÂÒÉÄȭ ×ÁÓ ÆÉÒÓÔ ÕÓÅÄ ÉÎ ÔÈÅ ÃÏÎÔÅØÔ ÏÆ ÐÈÙÓÉÃÁÌ-digital integration by Kirk and 
Sellen, who defined hybrÉÄ ÏÂÊÅÃÔÓ ÁÓȡ Ȭphysical instantiations of media content such as cassette 
ÔÁÐÅÓȟ ÖÉÄÅÏ ÔÁÐÅÓȟ #$Ó ÁÎÄ ÖÉÎÙÌ ÒÅÃÏÒÄÓȢȭ (Kirk and Sellen, 2010, p.10:14). 
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RESEARCH QUESTIONS AND THESIS STRUCTURE 

This thesis employs an interaction design research approach as its main 

methodology. Design research is inherently inventive, and typically aims beyond 

merely understanding a phenomenon, towards understanding it for something, 

e.g. in order to develop new designs or design principles for that phenomenon. 

Similarly, this thesis aims, first, to develop a comprehensive notion of a hybrid 

craft practice, i.e. how this may manifest itself in our everyday lives in the future; 

and second, to explore the design of new interactive products or systems to 

facilitate hybrid craft, and formulate a set of design principles for hybrid craft. As 

Chapter 3 addresses in detÁÉÌȟ ÁÎ ÉÎÔÅÇÒÁÔÉÏÎ ÏÆ ȬÒÅÓÅÁÒÃÈ for ÄÅÓÉÇÎȭ ÁÎÄ 

ȬÒÅÓÅÁÒÃÈ ÔÈÒÏÕÇÈ designȭ approaches is used (Frayling, 1993). Because hybrid 

craft is a new practice that is currently mostly absent from our everyday lives, 

research for design is used to study existing physical and digital craft practices 

through interviews, which can theoretically inform hybrid craft practice and the 

design of new systems that facilitate this, by comparing physical and digital 

practices and considering how these may be combined into hybrid practices. 

Research through design is used to conceptually and empirically explore hybrid 

craft practice and design guidelines, through the design, prototyping, and 

evaluation of an interactive, technological product (e.g. Fallman, 2007, Gaver, 

2012, Zimmerman et al., 2007), in this case a hybrid craft toolkit. As such, this 

thesis addresses the following research questions:  

 

R1. What are the characteristics of everyday craft using physical materials, tools, 

and techniques? 

R2. What are the characteristics of everyday craft using digital materials, tools, 

and techniques? 

R3. What are the characteristics of everyday hybrid craft? 

I. Which characteristics of physical and digital craft can be maintained and 

combined for hybrid craft practice? 

II. What unique new characteristics does hybrid craft introduce? 
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R4. How can everyday hybrid craft be facilitated through the design of 

interactive products, tools or systems? 

III. How can physical and digital materials, tools, and techniques be 

effectively combined in hybrid craft processes? 

IV. What forms may interactive hybrid craft results take? 

V. What design guidelines can be formulated for the design of interactive 

products or systems that support hybrid craft? 

 

This thesis first presents a review of literature into related work and the 

identification of the gaps in this literature this thesis aims to address (Chapter 2). 

Next, it contains a chapter that explains the main research methodology, 

employed methods and thesis contributions (Chapter 3), followed by chapters 

addressing the empirical design research: interview studies into physical 

(Chapter 4) and digital (Chapter 7) craft practices; the design process and the 

development and prototyping of the hybrid craft toolkit (Chapter 5); and creative 

workshops to evaluate this toolkit and explore hybrid craft practice (Chapter 6). 

Chapter 8 is a synthesis chapter that compares physical and digital craft and 

formulates design guidelines for hybrid craft based on findings from the 

empiri cal work. Chapter 9 is a second design chapter that illustrates these design 

guidelines and evolves the design of the hybrid craft toolkit; and finally, Chapter 

10 concludes the research by reflecting on the nature of hybrid craft. 
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CHAPTER 2: LITERATURE REVIEW 

 

 

 

 

 

With developments in digital technologies, the rise of maker communities, and 

the wider availability of technological maker facilities, a return towards making 

and crafting is currently taking place12. This is illustrated by numerous books by 

academics and avid crafters sprouting up, celebrating the joys of making in 

everyday life (e.g. Crawford, 2010, Frauenfelder, 2010, Gauntlett, 2011), and 

discussing craft from a multitude of angles. The topic has been addressed by 

different disciplines, and each discipline has its own interpretations and foci. As 

ÓÕÃÈȟ ÔÈÅÒÅ ÉÓ ÎÏ ȬÇÒÁÎÄ ÔÈÅÏÒÙȭ ÏÆ ÃÒÁÆÔ ÔÈÁÔ ÅÖÅÒÙÏÎÅ ÁÇÒÅÅÓ ÏÎ ÁÎÄȟ ÁÓ ÁÒÔ ÁÎÄ 

ÄÅÓÉÇÎ ÈÉÓÔÏÒÉÁÎ ÁÎÄ ×ÒÉÔÅÒ #ÈÒÉÓÔÏÐÈÅÒ &ÒÁÙÌÉÎÇ ÁÐÔÌÙ ÐÕÔÓ ÉÔȟ ×ÈÁÔ ȬÃÒÁÆÔȭ ÍÅÁÎÓ 

ȬÁÌÌ ÄÅÐÅÎÄÓ ÏÎ ×ÈÅÒÅ ÙÏÕ ÁÒÅ ÃÏÍÉÎÇ ÆÒÏÍȭȡ 

  

Ȭ4Ï Á ÓÏÃÉÏÌÏÇÉÓÔȟ ÔÈÅ ×ÏÒÄ ȬÃÒÁÆÔȭ ÉÓ ÁÓÓÏÃÉÁÔÅÄ ×ÉÔÈ ȬÓËÉÌÌÅÄ ÍÁÎÕÁÌ ÌÁÂÏÕÒȭ ÏÒ 

ȬÔÈÅ ÁÒÉÓÔÏÃÒÁÃÙ ÏÆ ÌÁÂÏÕÒȢȭ 4Ï ÁÎ ÅÃÏÎÏÍÉÓÔȟ ×ÉÔÈ Á ÓÔÁÇÅ ÉÎ ÅÃÏÎÏÍÉÃ 

development preceding capitalism (there are overlaps and fusions between 

the two stages). To an anthropologist, with the maker as user, with homo 

ÆÁÂÅÒ ÏÒ ÔÈÅ ÍÁËÅÒ ÏÆ ÔÈÉÎÇÓ ÁÎÄ ÈÏÍÏ ÌÕÄÅÎÓ ÏÒ ÔÈÅ ȬÄÅÅÐ ÐÌÁÙȭ ÏÆ ÅÖÅÒÙÄÁÙ 

ÌÉÆÅȢ ɍȣɎ 4Ï ÁÎ ÁÒÔ ÃÒÉÔÉÃȟ ÔÈÅ ×ÏÒÄ ȬÃÒÁÆÔȭ ÉÓ ÁÂÏÕÔ ÔÈÅ ÄÉÓÔÉÎÃÔÉÏÎ ÂÅÔ×ÅÅÎ ÁÎ 

ȬÁÒÔȭ ɀ as in intellectual/conceptual ɀ ÁÎÄ Á ȬÍÅÒÅ ÃÒÁÆÔȭ ɀ as in manual ɀ a 

debased version of age-old debates about the social recognition of the artist 

which go way back to the Italian Renaissance, sharpened in England by Royal 

ÐÁÔÒÏÎÁÇÅ ÏÆ ÔÈÅ ȬÆÉÎÅ ÁÒÔÉÓÔÓȭȢ ɍȣɎ 4Ï Á ÄÅÓÉÇÎÅÒȟ ȬÃÒÁÆÔȭ ÉÓ ÁÂÏÕÔ ÔÈÅ 

workmanship of risk and ɀ most recently ɀ the slow design movement. 

                                                        
12 Sections of this chapter have previously been published in Golsteijn et al. (2014). 
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-ÅÁÎ×ÈÉÌÅȟ ÁÒÔÉÓÔ $ÁÍÉÅÎ (ÉÒÓÔ ÈÁÓ ÃÏÎÆÅÓÓÅÄ ÔÈÁÔ ÔÈÅ ×ÏÒÄ ȬÓËÉÌÌȭ ÁÌ×ÁÙÓ 

ÒÅÍÉÎÄÓ ÈÉÍ ÏÆ ÍÁÃÒÁÍïȢȭ (Frayling, 2011, p.10-11) 

 

Because of these major differences in interpretation and focus, it is important to 

consider which disciplines inform this thesis. This thesis engages, to some extent, 

with craft in a multi disciplinary fashion, and addresses works originating from 

material culture, psychology, art and craft critique, craft practice, sociology, 

human-computer interaction (HCI), and interaction design. Unsurprisingly, of 

particular relevance to this interaction design thesis is work done in the areas of 

HCI and interaction design13, because these fields similarly engage with craft in 

an inventive manner, e.g. in the study of craft to inform design, or in the design of 

new systems that support craft. With its focus on HCI and design, a full literature 

review in each of the other disciplines lies outside the scope of this thesis. 

However, it should suffice to highlight some interests of these fields in their 

treatment of craft that are drawn on in this thesis, which is done in the next 

section. As such, this chapter does not include: comprehensive discussions on the 

societal view of craft (e.g. Frayling, 2011, Dormer, 1997), or the role of craft in 

education (e.g. Frayling, 2011); a review of craft history (e.g. Adamson, 2013, 

Greenhalgh, 1997, Valentine, 2010); or a multi-faceted treatment of the debates 

around the distinctions between art, craft, and design (e.g. Adamson, 2007, 

Dormer, 1997, Frayling, 2011, Risatti, 2007, Shiner, 2012, Veiteberg, 2010). 

Instead, it focuses on those literature sources that can inform the study of hybrid 

craft directly. As the Introduction has served to frame and define this term, these 

discussions are not repeated in this chapter. Instead, this chapter reviews 

relevant literature in HCI and interaction design in the areas of craft and 

physical-digital integration , in order to identify gaps in the literature, after 

highlighting the important insights gained from sources from other disciplines. 

  

                                                        
13 Note that here HCI and design are used together, and research in both disciplines is addressed; 
Chapter 3 expands on these disciplines and addresses the approach taken for this thesis. 
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MULTIDISCIPLINARY TREATMENT OF CRAFT 

MATER IAL  CULTUR E 

First, the field of material culture, which concerns itself with the relationship 

between people and their material objects (e.g. Dant, 1999, Miller, 2008, 

Woodward, 2007) was drawn on in Chapter 1 to discuss the value and relevance 

of cherishing crafted physical and digital objects. In their treatment of craft, 

material cultures studies have typically concerned themselves with the specific 

processes and materials used by certain cultures or communities in making their 

ÕÔÉÌÉÔÁÒÉÁÎ ÏÂÊÅÃÔÓȟ ÆÏÒ ÅØÁÍÐÌÅ -ÉÌÌÅÒȭÓ ÓÔÕÄÙ ÏÆ )ÎÄÉÁÎ ÖÉÌÌÁÇÅ ÐÏÔÔÅÒÙ (2010). 

Recently, Miller has argued for an interpretation of craft that includes the use of 

modern manufacturing processes and technologies, such as 3D printing, as well 

as being good at everyday practices, such as putting on make-up (2011). This 

latter view is of particular relevance to this thesis as it resonates with this 

interpretation of craft. However, most material culture studies deal with in-

depth observations of particular existing craft practices, and because this thesis 

looks across different craft disciplines in everyday practice in Western society, 

literature in this field  was deemed of lesser importance. 

 

PSYC HO LOGY 

Second, similarly addressed in the discussion of cherished physical and digital 

objects, psychologists Csikszentmihalyi and Rochberg-(ÁÌÔÏÎȭÓ ×ÏÒË (1981) was 

drawn on in Chapter 1 to underpin the finding that crafted objects can be of 

particular personal value. This vision on craft concerns itself with mental 

connections and associations with craft, and is of importance because it offers 

ÉÎÓÉÇÈÔÓ ÉÎÔÏ ×ÈÙ ÐÅÏÐÌÅ ÃÒÁÆÔȢ 4ÈÉÓ ÔÈÅÓÉÓ ÆÕÒÔÈÅÒ ÄÒÁ×Ó ÏÎ #ÓÉËÓÚÅÎÍÉÈÁÌÙÉȭÓ 

definitions of creativity and flow ɀ ȬÁÎ ÁÌÍÏÓÔ ÁÕÔÏÍÁÔÉÃȟ ÅÆÆÏÒÔÌÅÓÓȟ ÙÅt highly 

ÆÏÃÕÓÅÄ ÓÔÁÔÅ ÏÆ ÃÏÎÓÃÉÏÕÓÎÅÓÓȭ (2010, p.110) often reached in craft  ɀ which are 

both used to understand underlying mental processes of crafting and creativity. 

These concepts can, at least partially, explain why the process of crafting is 

important to people, and again, why they craft. Along with Csikszenmihalyi and 

Rochberg-(ÁÌÔÏÎȭÓ ÏÂÓÅÒÖÁÔÉÏÎ ÔÈÁÔ ÃÒÁÆÔÅÄ ÏÂÊÅÃÔÓ ÁÒÅ ÉÍÐÏÒÔÁÎÔ (1981), this 
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literature gives insight into why both process and result of craft are important, 

and is thus used to analyse and explain the study findings in this thesis. 

 

AR T AND CR AFT  CR IT IQ U E 

Third, art and craft critics have concerned themselves with discussions around 

the role of craft within art (e.g. Adamson, 2007, Dormer, 1997, Frayling, 2011, 

Risatti, 2007, Shiner, 2012, Veiteberg, 2010). While craft is here addressed as a 

separate entity, it is important to note that from the start it has been a relational 

category positioned between industrial production and fine arts (Shiner, 2012). 

In addition, design and the role of designers in craft practices are brought in. 

Needless to say, there has been a great deal of debate about the relationship 

between these categories (e.g. Bean and Rosner, 2012, Cardoso, 2010, 

Collingwood, 2010, Dormer, 1997, Risatti, 2007, Shiner, 2012, Veiteberg, 2010). 

While a lengthy discussion of the relationship between art and craft is beyond 

the scope of this chapter, it should be sufficient to say that art and craft have 

been considered to have an uneasy relationship, involving dichotomies such as: 

art as the domain for creative expression and meaning, and craft for skill and 

mastery; artists as intellectuals versus crafters as object makers; and art as 

lacking function where craft does not (Risatti, 2007, Shiner, 2012). Similarly, 

craft and industrial production have often been viewed as mortal enemies, and 

craft has been said to be superseded by industry (Lucie-Smith, 1981, Adamson, 

2013, Woolley, 2010)ȡ ȬÍÁÓÓ ÐÒÏÄÕÃÔÉÏÎ ×ÁÓ the Goliath, and craft was a brave 

ÂÕÔ ÉÎÓÅÃÕÒÅ $ÁÖÉÄȭ (Cardoso, 2010, p.330). Related to this is the relationship 

between design and craft. Pye (1968) identifies the designer as the person who 

comes up with an idea and the crafter as the one who merely executes the idea. 

The author argues that a closer cooperation of the two can support the process 

and result of craft. Ruskin (1997), however, believed that true craftsmanship 

should not be constrained by specifications and precision; he valued the 

imperfections in craftwork because they celebrate human imperfections. Today, 

this distinction between designer and crafter is no longer that clear-cut. There 

may still be separate people designing and executing ideas but it has been argued 

that design should be seen as a form of craft (Bean and Rosner, 2012) or that 
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craft and design go hand in hand, and both extend beyond initial creation into 

the use of a creation (Cardoso, 2010). Shiner (2012) argues that craft, design, 

and art should be thought of as three overlapping areas rather than exclusive 

practices, and that boundaries between these practices have not just blurred but 

have all but completely disappeared. This view is in resonance with Veiteberg 

(2010) ×ÈÏ ÓÁÙÓ ÔÈÁÔ ÃÒÁÆÔ ÉÓ ȬÅØÐÁÎÄÉÎÇȭ ÔÏ ÉÎÃÌÕÄÅ ÎÅ× ÆÏÒÍÓ ÔÈÁÔ ×ÅÒÅ 

traditionally considered art, or that incorporate new technologies (McCullough, 

1996, Myerson, 1997). For this thesis, the eliminated distinction between art, 

craft, and design is helpful because in everyday craft differences between 

disciplines are even less likely to be clear-cut. Therefore, this thesis employs a 

broad interpretation of craft (as addressed in Chapter 1) and the studies in this 

thesis will include practices that would traditionally be classified as craft, art, 

and design ɀ and those practices that overlap these fields. 

 

CR AFT  PRAC TIC E 

Fourth, in the literature examples can be found of craft practitioners drawing on 

their own practices to discuss tenets of craft. A well-known example is David Pye 

(1968), a woodworker and Professor of Furniture Design, who defined 

ÃÒÁÆÔÓÍÁÎÓÈÉÐ ÁÓȡ Ȭ×ÏÒËÍÁÎÓÈÉÐ ÕÓÉÎÇ ÁÎÙ ËÉÎÄ ÏÆ ÔÅÃÈÎÉÑÕÅ ÏÒ ÁÐÐÁÒÁÔÕÓȟ ÉÎ 

which the quality of the result is not predetermined, but depends on the 

ÊÕÄÇÍÅÎÔȟ ÄÅØÔÅÒÉÔÙȟ ÁÎÄ ÃÁÒÅ ×ÈÉÃÈ ÔÈÅ ÍÁËÅÒ ÅØÅÒÃÉÓÅÓ ÁÓ ÈÅ ×ÏÒËÓȭ (1968, 

p.4). Pye also developed the well-ÃÉÔÅÄ ÎÏÔÉÏÎ ÏÆ ÔÈÅ Ȭ×ÏÒËÍÁÎÓÈÉÐ ÏÆ ÒÉÓËȭȟ ×ÈÉÃÈ 

is based on the premise that during the craft process, the work is constantly at 

risk. The author argues that this risk is an important characteristic of craft. More 

recent examples are books by Matthew Crawford (2010) and Mark Frauenfelder 

(2010). The first is a cultural researcher and mechanic, who draws on his own 

experience in repairing motorcycles to argue against the division between mind 

and handwork, and discusses the importance of manual labour for personal 

satisfaction and cognitive challenge, as well as for societies, in fostering pride 

and individual responsiÂÉÌÉÔÉÅÓȢ 4ÈÅ ÓÅÃÏÎÄ ÉÓ Á ÂÌÏÇÇÅÒȟ Ȭ$)9-ÅÒȭ ÁÎÄ the editor-

in-chief of MAKE magazine. The author gives examples of his own DIY projects 

and concludes that using his hands gives him a richer, more meaningful life; it 
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has helped to take control of his life ɀ in choosing to invent rather than buying 

mass-produced products ɀ and engage more with the world around him. Such 

first -hand accounts are inspiring and insights from these studies, although some 

are idiosyncratic and not scientifically-based, help in developing a 

ÃÏÍÐÒÅÈÅÎÓÉÖÅ ÎÏÔÉÏÎ ÏÆ ÅÖÅÒÙÄÁÙ ÃÒÁÆÔȢ &ÏÒ ÔÈÉÓ ÔÈÅÓÉÓ ÐÁÒÔÉÃÕÌÁÒÌÙ 0ÙÅȭÓ ×ÏÒË 

(1968) is considered relevant as he discusses characteristics of craft, such as 

risk, precision, and the regulation of tools that can aid in understanding the 

process of craft, both in a technical and motivational way. Because first-hand 

accounts from craft practitioners are so inspirational and informative this thesis 

includes systematic interviews with physical and digital crafters to develop such 

insights further and give voice to the practitioners. Since these interviews 

address different craft disciplines in both more traditional, physical forms of 

craft, and newer, digital forms, this thesis makes a contribution to the craft 

community in providing new empirical data around these practices. 

 

SOC IO LOGY  AND MEDIA  COM MU NIC AT ION 

Fifth, addressing craft and making from sociological and media communication 

perspectives, respectively, both Richard Sennett (2008) and David Gauntlett 

(2011) discuss social aspects of craft. Gauntlett addresses practices around 

online sharing of craft results, such as YouTube videos, and the author 

extensively writes about the effects of making practices and attitudes on personal 

happiness and successful, engaged social communities. Sennett addresses similar 

themes for current societies and draws on a discussion of guilds, workshops and 

apprenticeships in past times. The social side of craft was considered of 

importance to this PhD, because online platforms have provided many means for 

sharing craft knowledge, experience, and results that were previously 

impossible. This provides great potential for a new craft practice, especially 

when this practice is partly digital, e.g. in the sourcing of new media through 

social networks, and in the sharing of results with others. Furthermore, as 

addressed in the introduction, both Sennett and Gauntlett were drawn on heavily 

ÆÏÒ ÔÈÉÓ ÔÈÅÓÉÓȭ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ ÃÒÁÆÔȢ 3ÅÎÎÅÔÔȭÓ ÐÒÏÃÅÓÓ-focused view of 

ÃÒÁÆÔÓÍÁÎÓÈÉÐ ÁÓ ȬÁÎ ÅÎÄÕÒÉÎÇȟ ÂÁÓÉÃ ÈÕÍÁÎ ÉÍÐÕÌÓÅȟ ÔÈÅ ÄÅÓÉÒÅ ÔÏ ÄÏ Á ÊÏÂ ×ÅÌÌ 
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ÆÏÒ ÉÔÓ Ï×Î ÓÁËÅȭ (2008, p.9)ȟ ÁÎÄ 'ÁÕÎÔÌÅÔÔȭÓ ÉÎÃÌÕÓÉÏÎ ÏÆ ÄÉÇÉÔÁÌ ÍÁÔÅÒÉÁÌÓ ÁÎÄ 

notion of everyday creativity led to the definitions of everyday craft and hybrid 

craft upheld in this thesis. 

 

I NTER AC TIO N DESIGN AND HUM AN-COMPU TER  I NTER AC TIO N 

Sixth and final, researchers in interaction design and human-computer 

interaction have recently gained interest in craft and over the past decade ɀ and 

in increasing numbers every year ɀ papers have been published that seek to 

inform design through investigations of craft practice (e.g. Bardzell et al., 2012, 

Buechley and Perner-Wilson, 2012, Yair and Schwarz, 2011) or that have 

produced new designs to support craft practice (e.g. Mellis et al., 2013b, Perner-

Wilson et al., 2011, Rosner and Ryokai, 2010). Furthermore, research into the 

integration of physical and digital materials has been carried out, for example in 

the development of Tangible Interaction systems that support everyday life 

practices (e.g. Hoven and Eggen, 2003, Kirk et al., 2010, West et al., 2007, Hoven 

et al., 2007). Work in these fields is highly relevant for this thesis as it similarly 

addresses the study of contemporary craft practice, the design for, and 

development, of a novel craft practice, and the integration of physical and digital 

materials in hybrid practices. As such, it is crucial to carefully review what has 

been done in these areas and identify gaps in the literature where this thesis can 

ÃÏÎÔÒÉÂÕÔÅ ÔÏ ÔÈÅ ÆÉÅÌÄÓȭ ËÎÏ×ÌÅÄÇÅȢ 

CRAFT IN DESIGN RESEARCH AND H CI  

Addressing craft from the perspective of cherished objects, Csikszentmihalyi and 

Rochberg-Halton take a broad perspective on the subject, defining it as 

ÅÖÅÒÙÔÈÉÎÇ ÔÈÁÔ ÉÓ ÍÁÄÅ ÂÙ ÓÏÍÅÏÎÅ ÒÁÔÈÅÒ ÔÈÁÎ ÂÅÉÎÇ Á ȬÃÏÎÖÅÙÏÒ ÂÅÌÔ ÐÒÏÄÕÃÔȭ 

(1981). In HCI, this understanding of craft is taken up by Rosner and Ryokai who 

ÓÕÍÍÁÒÉÓÅ ÃÒÁÆÔ ÔÏ ÉÎÃÌÕÄÅ Á ȬÐÁÒÔÎÅÒÓÈÉÐ between people and technology for the 

ÃÒÅÁÔÉÏÎ ÏÆ ÐÅÒÓÏÎÁÌÌÙ ÍÅÁÎÉÎÇÆÕÌ ÔÈÉÎÇÓȭ (2009, p.195). Craft-oriented research 

has also been identified as a strand within materiality research, which brings the 

communicative dimensions of materiality into the discussion ɀ for example in 

communicating traditions, material choices, and processes of making through the 



31 
 

material (Gross et al., 2014). While materiality, and the integration of physical 

techniques and materials with technology, come forward strongly in much of the 

reviewed literature, the next section focuses specifically on designing for the 

integration of physical and digital in the craft area. Crafting in everyday life, as 

addressed in this thesis, is further related to the DIY tradition, which has 

ÐÒÅÖÉÏÕÓÌÙ ÂÅÅÎ ÄÅÆÉÎÅÄ ÁÓȡ ȬÁÎ ÁÒÒÁÙ ÏÆ ÃÒÅÁÔÉÖÅ ÁÃÔÉÖÉÔÉÅÓ ÉÎ ×ÈÉÃÈ ÐÅÏÐÌÅ ÕÓÅȟ 

ÒÅÐÕÒÐÏÓÅ ÁÎÄ ÍÏÄÉÆÙ ÅØÉÓÔÉÎÇ ÍÁÔÅÒÉÁÌÓ ÔÏ ÐÒÏÄÕÃÅ ÓÏÍÅÔÈÉÎÇȢȭ (Buechley et al., 

2009, p.4824). Furthermore, crafting with digital materials or tools can also be 

seen in, for example, CAD design (e.g. McCullough, 1996) or rapid prototyping 

technologies (e.g. Mellis and Buechley, 2012a, Saul et al., 2011). While this 

section reviews some works in this area, the processes and/or results of these 

forms of making are often not hybrid and/or interactive, e.g. the craft process is 

digital and the result is physical or hybrid. This thesis focuses instead on 

interactive forms of hybrid craft, where both craft process and result consist of 

both physical and digital elements, and the craft result can react to user actions 

or changes over time. Therefore, this chapter does not give a comprehensive 

overview of work done in rapid prototyping, but instead focuses on works that 

ÌÉÅ ÃÌÏÓÅÒ ÔÏ ÔÈÅ ÔÈÅÓÉÓȭ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ ÈÙÂÒÉÄ ÃÒÁÆÔȢ !ÌÌ ÉÎ ÁÌÌȟ ÃÒÁÆÔ ÈÁÓ ÒÅÃÅÎÔÌÙ 

started to gain interest from the HCI community and over the past decade a 

number of studies have sought to inform design through the study of craft 

practice, have combined technology with traditional means of crafting, or have 

proposed craft-centred design guidelines for digital systems. 

 

I NFO R M ING DESIGN T HR OU GH T HE STU DY  OF CR AFT  PR ACTICE 

A great number of studies in HCI and design research have sought to investigate 

diverse craft practices in order to inform understanding of design or inform 

concrete design solutions. This section focuses on those investigations of existing 

craft practices, and is divided in sections addressing understanding and 

extending concepts of craft within design, DIY practices and learning craft, and 

the study of specific craft practices. 
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 Understanding and extending craft in the context of design  

A first category that was identified within this section contains studies that aim 

to understand craft better in the context of design, as well as identify where 

traditional notions of craft do not hold up within the realm of design, and extend 

these notions for the discipline. Kettley (2010) for example, argues that craft 

should be seen as something fluid that has the ability to shift between 

transparency and reflection and that looking at craft can thus provide a 

promising model for tangible interaction design that is both metaphorically 

meaningful as well as useful. Kolko (2011) introduces a new notion of 

craftsmanship centred on empathy through narrative, prototyping and public 

ÁÃÔÉÏÎȟ ÁÎÄ ÉÎÆÅÒÅÎÃÅȟ ÆÏÒ ÓÉÔÕÁÔÉÏÎÓ ÉÎ ÄÅÓÉÇÎ ÉÎ ×ÈÉÃÈ ÔÈÅ ȬÍÁÔÅÒÉÁÌȭ ÔÏ ×ÏÒË ×ÉÔÈ 

is not a traditional material, such as paint or clay, but instead relates to service 

design or interaction design. Robles and Wiberg use the design and crafting of an 

)ÃÅÈÏÔÅÌ ÔÏ ÉÎÔÒÏÄÕÃÅ ÔÈÅ ÔÅÒÍ ȬÔÅØÔÕÒÅȭȟ ȬÁ ÍÁÔÅÒÉÁÌ ÐÒÏÐÅÒÔÙ that signifies 

relations between surfacesȟ ÓÔÒÕÃÔÕÒÅÓȟ ÁÎÄ ÆÏÒÍÓȭ (2010, p.137), to argue for a 

focus on the similarities and extensions of physical and digital rather than the 

differences, within and beyond the realm of crafting. Tanenbaum et al. (2012) 

look at the Steampunk movement and how, through the concepts of design 

fiction, DIY and appropriation, Steampunk maker practices can inform design. 

They argue that such practices introduce new models of values and meanings, 

and, as such, construct new models of craftsmanship, functionality, and 

aesthetics, in which creativity and resourcefulness are encouraged and designers 

ÁÃÔ ÁÓ ȬÂÒÉÃÏÌÅÕÒÓȭȢ 3ÔÕÄÙÉÎÇ ÃÒÁÆÔ ȬÁÓ-ÉÓȭȟ ÏÕÔÓÉÄÅ ÔÈÅ ÄÅÓÉÇÎ ÒÅÁÌÍȟ 9ÁÉÒ ÁÎÄ 

Schwarz (2011) study the working lives of crafters in England and their 

contributions to the cultural sector of the country. Of particular interest for a 

ÄÅÓÉÇÎ ÁÐÐÒÏÁÃÈ ÔÏ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÃÒÁÆÔ ÁÒÅ ÔÈÅ ÁÕÔÈÏÒÓȭ ÐÒÏÐÏÓÅÄ Ãharacteristics 

of craft: material knowledge, understanding of people and objects, and passion 

and reflections around materials and the material world. 

 

Finally, addressing craft from a methodological perspective, future craft 

(Bonanni et al., 2008) introduces a design methodology to use digital tools and 

processes, such as digital fabrication and open-source communities, in the 

creation of designs that are socially and environmentally sustainable, through 
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the application of principles of public, local, and personal design. Nimkulrat uses 

her own practice-based research in textile craft to explore how craft can inform 

practice-based research and how research can inform craft practice (2009, 

2012). Gross and Do (2007) discuss the relations between making and creativity 

in the context of design and computing, and highlight three characteristics that 

identify design and computing as forms of making: owning the problem, design 

and the play instinct, and building tools to make things. 

 Do-it -yourself practices and learning craft in the digital domain  

Another category that is of particular interest to everyday craft looks at hacking 

and DIY practices. Where in the past products were designed by professionals 

and used by consumers, currently there is a trend towards the personalisation 

ÁÎÄ ÁÐÐÒÏÐÒÉÁÔÉÏÎ ÏÆ ÐÒÏÄÕÃÔÓ ÂÙ ȬÁÍÁÔÅÕÒÓȭȟ ÈÏÂÂÙÉÓÔÓȟ ÁÎÄ ÅÎÔÈÕÓÉÁÓÔÓ (Paulos, 

2012)Ȣ 4ÈÉÓ ÔÒÅÎÄ ÉÓ ÆÕÅÌÌÅÄ ÂÙ ÔÈÅ -ÁËÅÒ ÍÏÖÅÍÅÎÔȟ ×ÉÔÈ ÉÔÓ Ȭ-!+%ȭ ÍÁÇÁÚÉÎÅ 

and Maker faires (Williams et al., 2012), although Bean and Rosner (2014) argue 

ÔÈÁÔ ȬÍÁËÉÎÇȭ ÍÁÙ ÂÅ ÂÅÔÔÅÒ ÕÎÄÅÒÓÔÏÏÄ ÁÓ Á ÂÒÁÎÄ ÔÈÁÔ ÁÐÐÅÁÌÓ ÔÏ ÃÅÒÔÁÉÎ ÔÙÐÅÓ 

of consumers and triggers an ideological shift from consumption to production. 

Unsurprisingly, research in HCI and design has addressed such everyday making, 

DIY, hacking, and craft practices, which Tanenbaum et al. (2013) refer to as the 

Ȭdemocratization of design and manufacturingȭ. Wang and Kaye (2011), for 

ÅØÁÍÐÌÅȟ ÓÔÕÄÙ ȬÉÎÖÅÎÔÉÖÅ ÌÅÉÓÕÒÅ ÁÃÔÉÖÉÔÉÅÓȭȟ ÓÕÃÈ ÁÓ ÈÁÃËÉÎÇȟ ÔÉÎËÅÒÉÎÇȟ $)9ȟ ÁÎÄ 

crafts, and propose common characteristics of these practices, such as skill, 

reputation, and participation. Ely et al. (2009) ÃÏÉÎ ÔÈÅ ÔÅÒÍ ȬÄÉÇÉÔÁÌ $)9ȭ ÔÏ 

address the reconfiguration of domestic technology after life changes and 

conclude that these practices are social and resemble problem-solving behaviour 

in tradi tional DIY. Desjardins and Wakkary (2013) study the everyday making 

practices of families, hobbyist jewellers, and Steampunk enthusiasts, and argue 

that of the three aspects important to social practices ɀ meanings, materials, and 

competences ɀ meanings or goals are the main motivator for engaging in this 

practices. The authors distinguish between foundational (e.g. creating something 

in support of another goal, such as supporting an everyday activity), aesthetic 

(e.g. creating something beautiful and unique), and aspirational goals (e.g. 

creating something to belong to a certain subculture, or challenge oneself). 
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A recurring theme within DIY and hacking studies is that such practices may help 

to make the creation of technological products more accessible to everyday 

users. Williams et al. (2012) discuss DIY and hacking practices with technology 

in the light of Tangible Interaction, and reflect on the effect of the availability of 

open-source hardware on the public interest in interaction design. Kim (2013) 

uses the principles of DIY to develop a construction kit that allows children to 

build their own light source, and at the same time teaches them about 

ÔÅÃÈÎÏÌÏÇÉÃÁÌ ÃÏÍÐÏÎÅÎÔÓȢ !ÎÄ ÆÉÎÁÌÌÙȟ -ÅÌÌÉÓȭ (2013a, 2013) on-going work 

studies digital fabrication ɀ the  use of digital files and technologies, such as 3D 

printers and laser cutters, to create electronic devices ɀ in order to understand 

the implications for the production of electronic devices.  

 

Closely related to every crafting practice is learning about craft. Nowadays, this 

is often done online, which has implications on the learning process and craft 

practice. Torrey et al. (2009) study how people seek craft knowledge online, and 

conclude that people search for creative inspiration as well as technical 

clarification; that keyword searches are often employed, although they are 

problematic; and that searching is often an iterative process with employing new 

knowledge in practice. Similarly, Rosner (2012) discusses digital apprenticeship 

and the loss of not only hands-on practice when learning from internet sources, 

but also embedded community values, such as secrecy, curiosity, and care. She 

argues for a careful investigation of apprenticeship to include visual as well as 

sensory details in digital apprenticeship.  

 Studying specific craft practice to inform design  

As a common approach in design research, researchers in this field have studied 

specific craft practices in order to illustrate how the design of technological 

products may benefit from taking into account these forms of making. Meastri 

and Wakkary (2011), for example, look at the repair and reuse of objects in the 

ÈÏÍÅ ÁÓ Á ÆÏÒÍ ÏÆ ȬÅÖÅÒÙÄÁÙ ÄÅÓÉÇÎȭ ÁÎÄ ÁÒÇÕÅ ÆÏÒ ÔÈÅ ÅÍÐÌÏÙÍÅÎÔ ÏÆ Á 

framework of resourcefulness, adaptation, and quality to overcome the barriers 

of repairing and adapting digital technologies. Also addressing repair, Rosner 

and Taylor (2011) study bookbinding practices, and use antiquarian book 
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restoration to illustrate the material practices of restoration for HCI. They 

highlight the making of authenticity through careful use of materiality, and 

designing for longevity by integration in social practice as means for designing 

more meaningful and lasting technological products. In a different study, Rosner 

and Ames (2014) ÁÄÄÒÅÓÓ ÒÅÐÁÉÒ ÐÒÁÃÔÉÃÅÓ ÁÓ ȬÎÅÇÏÔÉÁÔÅÄ ÅÎÄÕÒÁÎÃÅȭ ÔÈÁÔ 

ÈÁÐÐÅÎÓ ÉÎ ÅÖÅÒÙÄÁÙ ÌÉÆÅ ÔÈÒÏÕÇÈÏÕÔ Á ÐÒÏÄÕÃÔȭÓ ÌÉÆÅÃÙÃÌÅ ×ÉÔÈÏÕÔ ÂÅÉÎÇ 

anticipated by designers beforehand, e.g. in identifying that something was 

broken and deciding it is worth fixing. Rosner (2011) further argues for 

designing technological products that allow for tracking provenance, for example 

by replaying traces of production, foregrounding traces of breaking, and 

extending traces of ownership. Similarly, Broken Probes aim to give new life to 

broken and worn down objects by digitally associating stories with marks of 

degradation (Ikemiya and Rosner, 2014). Relatedly, Zoran and Buechley (2013) 

explore intentionally broken craft objects and 3D printed restorations in order to 

explore the combination of digital fabrication (e.g. 3D printing) and craft. The 

authors argue that such a design process of destruction and reassembling can 

serve as a ritual process of mourning for crafters that is related to the risk 

involved in the craft process (Pye, 1968). These studies highlight interesting 

possibilities for the design of new systems that reside on the intersection of 

traditional craft and technology, similar to the aims of hybrid craft. 

 

Bardzell et al. (2012) interview elite craft practitioners to enrich understanding 

of notions of quality and provide insights to interacting with integrity, self-

expression through interaction with materials, and socio-cultural positioning of 

creative work, in light of designing products with socio-cultural relevance and 

value. Further, addressing a specific craft practice, Lindell studies the design 

processes of programmers and argues that code can be seen as a material and 

programming as a craft (2014). Lingel and Regan (2014) offer more insight in 

this area by discussing coding through a craft lens, and addressing craft as a 

process in coding (including selection of tools); as embodiment (including 

attachment to tools); and as a community of practice (including understanding of 

others outside that community).  
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Goodman and Rosner (2011) look at the practices of gardeners and knitters, and 

how they use information technologies, to argue for a framework of handwork to 

inform design that goes beyond the distinction of physical and digital, by 

focusing on extending, interrupting, and splitting up physical practices with 

ÄÉÇÉÔÁÌ ÔÅÃÈÎÏÌÏÇÙȢ 7ÁÌÌÁÃÅȭÓ ×ÏÒË (e.g. Wallace and Press, 2004, Wright et al., 

2008) uses examples of jewellery making to illustrate how aesthetics, beauty, 

and enchantment, can arise from the process of making, through empathy and 

sensibility towards felt life, and the relationships between maker and wearer, 

and maker and materials. Treadaway (2009) studies the use of the hands in a 

hybrid drawing practice ɀ using graphic tablets, physical drawing and digital 

editing ɀ and finds that the hands play an important role when creatively 

engaging with digital technologies: they translate memories and emotions into 

concrete art, and they provide the body with sensory experience of materials and 

tools. However, she concludes that digital tools are not yet satisfactory for the 

diversity of hand skills and Tangible Interaction mechanisms have great 

potential to the design of better systems. Ploderer et al. (2012) study the practice 

of photography and found that the craft elements present in photography (e.g. 

controlling the parameters of the camera or developing photos in a darkroom) 

can increase engagement with the process and enrich the experience. Mellis et al. 

(2013a) explore the possibilities of digital fabrication in human-computer 

interaction, and propose that supporting roles for such technologies include 

collaboration around physical objects, prototyping, and unique, personalised 

artefacts. Finally, Buechley and Perner-Wilson (2012) compare the making of 

electronics with carving, sewing, and painting practices, and discuss examples 

ÁÎÄ ÏÐÐÏÒÔÕÎÉÔÉÅÓ ÆÏÒ ȬÈÙÂÒÉÄ ÃÒÁÆÔȭ ÉÎ ×ÈÉÃÈ ÔÈÅÓÅ ÃÒÁÆÔ ÔÅÃÈÎÉÑÕÅÓ ÁÒÅ ÃÏÍÂÉÎÅÄ 

with electronics. The authors discuss five reoccurring themes: sharing, 

aesthetics, peacefulness, ideas, and personal use; and find that electronics 

making is more focused on personal use and functionality than the other craft 

forms. This may also be a characteristic of other digital or technological crafts. 
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I NTEGR ATING T EC HNO LO GY  WITH  CR AFT THRO U GH NEW  DESIGNS 

While the previous section addressed research that studied diverse forms of 

craft practice in order to inform new design solutions, most of these studies 

stopped at the formulation of craft characteristics or implications for design. In 

contrast, this section addresses studies that have developed, and often evaluated, 

concrete design solutions that integrate technology and craft. Categorising the 

research found in this area, this section addresses enhanced textile, paper, and 

other craft forms, as well as new technological craft practices, and the use of craft 

materials and tools as input or output for digital technologies. 

 Enhanced textile craft  

! ÆÉÒÓÔ ÇÒÏÕÐ ÏÆ ÅÎÈÁÎÃÅÄ ÏÒ ȬÍÅÄÉÁÔÅÄ ÃÒÁÆÔÓȭ (Rosner, 2010) are textile-based 

crafts. Buechley et al. designed new means to attach off-the-shelf electronics to 

textiles to make this so-ÃÁÌÌÅÄ ȬÅ-ÔÅØÔÉÌÅ ÃÒÁÆÔȭ ÁÖÁÉÌÁÂÌÅ ÆÏÒ ÃÒÁÆÔÅÒÓ ÁÎÄ ÈÏÂÂÙÉÓÔÓ 

(Buechley and Eisenberg, 2009), and children (Buechley et al., 2006). Perner-

Wilson et al. (2011) ÔÁËÅ ÔÈÅ ÁÐÐÒÏÁÃÈ ÏÆ Á ȬËÉÔ-of-no-ÐÁÒÔÓȭ ÁÓ Á ÍÅÁÎÓ ÆÏÒ 

supporting the building of electronics from a variety of craft materials, illustrated 

by the development of a number of textile sensors, hereby bypassing the 

constraints that modular, pre-determined building blocks in traditional 

construction or electronics kits may have. Gowrishankar and Mikkonen (2013) 

test embroidered motifs with different resistance values and discuss the 

possibility of building a repository of these for textile electronics. Kassenaar et al. 

(2011) developed an interactive quilt that plays back audio recordings when it is 

folded, to explore design that encourages utilisation. Embroidered Confessions 

(Benedetti, 2012) is a collection of QR codes associated with digital confession 

stories from the internet embedded in a quilt. A well-known example is Rosner 

ÁÎÄ 2ÙÏËÁÉȭÓ 3ÐÙÎ (2010), a mobile phone software tool that allows needle-

crafters to associate specific locations on physical garments with digital media to 

enrich the meaning of these garments as gifts and the relationships between 

maker/giver and receiver. Although this system is not completely hybrid in that 

the digital materials are not embedded in the physical form, Spyn offers a good 

example of combining physical and digital materials in craft. Finally, Movement 

Crafter (Pschetz et al., 2013) captures and visualises the practice of knitting in a 
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thread visualisation that grows as more knitting is done, in order to reward time 

knitting and respect the activity as a hobby one may do to slow down. 

 Enhanced paper craft  

A second well-employed material for enhanced craft appears to be paper. Freed 

ÅÔ ÁÌȢȭÓ )Ⱦ/ ÓÔÉÃËÅÒÓ (2011) provide children with a means to craft personalised 

remote communication interfaces by combining the crafting of greeting cards 

with the use of networked sensor and actuator stickers. Zhu (2012) looks at 

paper-craft, such as writing, drawing, folding, cutting, gluing, and presents two 

supporting technologies to allow the building of paper-computing systems 

around three themes: the ubiquity of paper-craft, the flexibility of paper-craft as 

a means to control digital data, and displaying digital information through 

ÃÈÁÎÇÅÓ ÉÎ ÔÈÅ ÐÁÐÅÒȢ #ÈÅÎÇ ÅÔ ÁÌȢȭÓ 4ÅÓÓÅÌÁ (2012) is an interactive origami lamp 

that encourages creative, poetic interaction through changing light patterns. 

Gardiner and Gardiner (2012) explore the materials, interactions, and 

technological challenges around interactive paper artworks that fold and unfold. 

Qi and Buechley (2012) combine shape memory alloys ɀ metals that change 

shape in response to heat ɀ with paper craft in the creation of actuated origami 

cranes that move their wings. West et al. (2007) developed MEMENTO, a digital 

scrapbook that aims to integrate the advantages of both the physical and digital 

worlds by using dedicated paper and pen, with which information can be 

transferred to a computer for processing. And finally, Saul et al. (2010) propose a 

number of interactive devices made from paper; construction techniques (e.g. 

cutting, folding, gluing); materials (e.g. paper, copper tape, gold leaf foil); and a 

piece of software, which support a DIY design practice for users to build their 

own paper electronics.  

 Other enhanced traditional craft forms  

Outside of textiles and paper, Zoran (2013) ÅØÐÌÏÒÅÓ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÈÙÂÒÉÄ 

ÂÁÓËÅÔÒÙȭ ÉÎ ×ÈÉÃÈ ÈÅ ÃÏÍÂÉÎÅÓ σ$ ÐÒÉÎÔÉÎÇ ×ÉÔÈ ÔÈÅ ÃÒÁÆÔ ÏÆ ÂÁÓËÅÔÒÙȟ ÁÎÄ 

reflects on the role of craft within design and fabrication. He argues that craft, 

ÍÁÎÕÁÌ ÓËÉÌÌȟ ÁÎÄ ÔÈÅ ÐÒÅÓÅÒÖÁÔÉÏÎ ÏÆ ÁÒÔ ÁÎÄ ÃÕÌÔÕÒÅ ÈÁÖÅ ÐÏÔÅÎÔÉÁÌ ÔÏ ȬÒÅÃÌÁÉÍ Á 

ÌÏÓÔ ÍÁÔÅÒÉÁÌ ÉÄÅÎÔÉÔÙȭ ÉÎ ÄÅÓÉÇÎ ÁÎÄ ÆÁÂÒÉÃÁÔÉÏÎȢ &ÕÒÔÈÅÒȟ +ÁÚÉ (2013) proposes 

SandCanvas ɀ a digital medium for sand animation ɀ, and Vignette ɀ a system for 
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the creation of textures in digital pen-and-ink drawings ɀ as examples of novel 

digital art tools. 

 New technological craft practi ces 

Apart from the integration of traditional forms of craft with technology, design 

research studies have also developed novel forms of technological practice with 

a craft-like character. Buechley and Perner-Wilson (2012) for example, show 

examples of how electronic components may be crafted by using techniques 

from carving, sewing, and painting. They conclude that such integrations may 

help to increase technological literacy, and develop new kinds of devices in 

diversifying the kinds of electronics that are created and the people who create 

them. DuMont (2012) and DuMont and Lee (2012) used a microprocessor 

platform to study how the design and creation of personal electronic pets could 

support under-achieving youths, and found that students took pride in their 

creation, and that this form of crafting could teach them about debugging and 

coding, although little collaboration between students was achieved. Finally, 

taking a more general stance in this area and addressing issues in the integration 

of craft with computational media, Blauvelt et al. (1999) argue that technological 

craft systems would benefit from dedicated craft languages for notation or object 

specific programming languages; distributed functionality in smaller sub-

computer blocks; more sophisticated computer input and output devices, such as 

3D printers or colour readers; and intelligent craft kits that know of how many 

components they are composed. 

 Craft materials and t ools as input or output  

Finally, some studies have looked at the use of craft materials and techniques as 

augmented input or metaphors for digital technologies, e.g. claying (Reed, 2009) 

or sketching (Woo et al., 2011). Shaper, Speaker, and Cutter are digital 

fabrication tools that explore the effect of direct user input in the process (Willis 

et al., 2011). These systems respectively allow to form foam objects, sculpt wire 

forms based on audio input, and create digital 3D models by hand-modelling 

foam with a hot wire. Using a craft-like approach, rather than an actual craft tool, 

3ÅÒÉÍȭÓ σ$ ÄÒÁ×ÉÎÇ ÔÏÏÌ (2013) allows for the indirect control of curves in a 3D 

drawing by moving virtual objects in the design space. This tool aims to explore 
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how emphasising on material and handwork, and making user actions explicit, 

may change the design of digital tools. 

 

Others studies have used digital technology to guide physical craft tools as 

output. For example, Zoran and Paradiso (2013) and Zoran et al. (2013) propose 

FreeD ɀ a handheld milling device that is guided by a computer and a 

ÐÒÅÄÅÓÉÇÎÅÄ σ$ ÍÏÄÅÌ ÔÏ ÍÁÉÎÔÁÉÎ ÁÎ ÏÂÊÅÃÔȭÓ ÒÏÕÇÈ ÄÅÓÉÇÎ ÆÅÁÔÕÒÅÓȟ ×ÈÉÌÅ ÓÔÉÌÌ 

allowing the user to have freedom to sculpt. Similarly, Enchanted Scissors are a 

digitally controlled pair of scissors that guide the user in cutting paper 

(Yamashita et al., 2013). Finally, Eisenberg et al. (2003) propose some output 

devices for craft materials that take printing a step further, in order to explore 

ÐÏÓÓÉÂÉÌÉÔÉÅÓ ÆÏÒ ÃÈÉÌÄÒÅÎȭÓ ÃÒÁÆÔ ÁÃÔÉÖÉÔÉÅÓȢ !Î ÅØÁÍÐÌÅ ÉÓ ÔÈÅ 0ÏÐ-up Workshop, a 

software package that allows for designing and printing of templates for pop-up 

constructions. 

 

CR AFT-C ENTR ED DESIGN GU IDEL INES 

Apart from studies that explicitly address craft, other research has identified the 

importance of craft for, among other things, designing for objects with stronger 

sentimental attachment, or supporting digital media archiving practices. This 

section addresses the craft-centred design guidelines, i.e. those guidelines that 

promote craft in technological applications, suggested by these studies. As such, 

this section serves to illustrate the relevance of craft within design and HCI, 

beyond studies that set out to study craft. 

 

Addressing the archiving of physical and digital objects, Stevens et al (2003) 

argue that time spent archiving and managing media should be turned into a 

time of personal expression. Similarly, Petrelli and Whittaker (2010) pose that 

digital archiving technologies should try and support new practices similar to 

scrapbooking or making albums, and thus engage people in active and creative 

use of their digital media. This view is further advocated by Bowen and Petrelli 

(2011) in their design of digital mementos that make media archiving systems 

ȬÎÏÔ ÌÉËÅ ×ÏÒËȭȟ ÂÕÔ ÉÎÓÔÅÁÄ ÁÆÆÏÒÄ ÐÅÒÓÏÎÁÌ ÔÉÍÅ ÁÎÄ ÓÐÁÃÅ ÆÏÒ ÒÅÍÅÍÂÅÒÉÎÇȢ 
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Petrelli et al. (2014) further analyse photographs as examples of personal 

memory objects and propose four design concepts for novel photo technology. 

They conclude that such technology should, among other things, focus on 

serendipitous exploration of photo collections through dynamically generated 

albums, consider materialising of digital belongings, and pay attention to 

mÁÔÅÒÉÁÌ ÐÒÏÐÅÒÔÉÅÓ ÏÆ ȬÃÏÎÔÁÉÎÅÒÓȭ ÔÈÁÔ ÉÎÔÅÇÒÁÔÅ ÐÈÙÓÉÃÁÌ ÁÎÄ ÄÉÇÉÔÁÌȢ )ÎÓÐÉÒÅÄ ÂÙ 

0ÅÔÒÅÌÌÉ ÅÔ ÁÌȢȭÓ ÅÁÒÌÉÅÒ ÏÂÓÅÒÖÁÔÉÏÎÓ ÔÈÁÔ ÐÁÒÔÉÃÉÐÁÎÔÓ ÄÅÄÉÃÁÔÅÄ ÔÉÍÅ ÁÎÄ ÅÆÆÏÒÔ ÉÎ 

the creation of personal time capsules (2009), Thiry et al (2013) discuss the use 

of their Project Greenwich system ɀ which allows people to make their own 

digital timelines ɀ and zoom in on the importance of making for personal 

memory purposes. They conclude that it is important for the design of systems 

that aim at the creation of personal timelines to allow for: explicit authoring; 

reminiscing with, and involving others in the process; flexibility in manipulating 

pre-determined formats or constraints; and conveying the process of making in 

the final result. Massimi and Rosner (2013) look at objects crafted for major life 

events, such as weddings or births, and discuss that life events are opportunities 

to craft; crafting is used to personalise life events; craft artefacts symbolise 

relationships; and there is value in receiving and keeping crafted items. The 

authors conclude that to enable the creation of digital artefacts for life events, 

digital technology should be imbued with symbolic value and enable uniqueness; 

show the process of creation and the relationship between crafter and receiver; 

and allow for repurposing after the life event. 

 

Identifying the effect of craft on to what extent objects are cherished, Jung et al. 

(2011) argue for creating a sense of rarity in objects as a means to make them 

more cherished, which can be reached by personalisation and customisation. The 

authors further find ÔÈÁÔ ÏÂÊÅÃÔÓ ×ÉÔÈ ȬÁÆÉÃÉÏÎado-ÁÐÐÅÁÌȭ ÁÒÅ ÏÆÔÅÎ ÃÈÅÒÉÓÈÅÄ 

because their owners spent time acquiring knowledge or expertise about 

something. Meaning can be accumulated by supporting means for modifying, 

ÐÅÒÓÏÎÁÌÉÓÉÎÇ ÏÒ ÈÁÃËÉÎÇ ÏÂÊÅÃÔÓ ÔÏ ÍÁËÅ ÔÈÅÍ ÍÏÒÅ ÕÎÉÑÕÅȢ /ÄÏÍ ÅÔ ÁÌȢȭÓ (2011) 

suggestion for supporting the accrual of metadata also ties in to augmentation of 

digital objects. Personalised metadata, added comments on social networks, or 

textual annotations can be powerful indicators of the extent to which digital 
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objects are representative of, and meaningful for, a group or individual. As such, 

meaning of these objects is developed though individual or collaborate 

augmentation of existing digital objects. Similarly, Odom et al. (2009) identifi ed 

ȬÁÕÇÍÅÎÔÁÔÉÏÎȭȟ ÏÒ ÔÈÅ ÒÅÕÓÅȟ ÒÅÎÅ×ÁÌȟ ÍÏÄÉÆÉÃÁÔÉÏÎÓȟ ÁÌÔÅÒÁÔÉÏÎÓȟ ÏÒ ÏÔÈÅÒ×ÉÓÅ 

augmentation beyond original state as important, because the object comes to 

illustrate the resourcefulness and creativity of the owner. Similarly, Ahde (2007) 

discusses the importance of adornment and personalisation in the appropriation 

ÏÆ ÐÒÏÄÕÃÔÓ ÉÎ ÅÖÅÒÙÄÁÙ ÌÉÆÅȢ 3ÔÕÄÙÉÎÇ ÔÅÅÎÁÇÅÒÓȭ ÊÅ×ÅÌÌÅÒÙ, she finds that 

personalised objects tend to be of great personal attachment. She proposes that 

gathering stories and material experiments are useful starting points for 

studying and designing for these personal creative practices. Desjardins and 

Wakkary (2013) highlight the importance of understanding how people go about 

adapting products and technologies, and propose that further research should 

address everyday making practices, and interaction design should aim to support 

ÔÈÅ ÆÏÕÎÄÁÔÉÏÎÁÌȟ ÁÅÓÔÈÅÔÉÃ ÁÎÄ ÁÓÐÉÒÁÔÉÏÎÁÌ ÇÏÁÌÓ ÏÆ ȬÅÖÅÒÙÄÁÙ ÄÅÓÉÇÎÅÒÓȭȢ 

 

Approaching craft more directly, Tanenbaum et al. (2013) who study the 

ȬÄÅÍÏÃÒÁÔÉÓÁÔÉÏÎȭ ÏÆ ÔÅÃÈÎÏÌÏÇÙ ÔÈÒÏÕÇÈ ÃÒÁÆÔ ÁÎÄ ÈÁÃËÉÎÇȟ ÐÒÏÐÏÓÅ ÔÈÁÔ ÐÒÏÄÕÃÔÓ 

should be designed to enable creativity, to allow for pleasure, utility, and 

expressiveness, and to allow for mixed manufacture (e.g. combining mass- and 

batch production). And finally, De Roeck et al. (2012) present a manifesto that 

argues for new creation platforms for non-technical users in the context of the 

Internet -of-Things ɀ linking and identifying objects and their virtual 

counterparts in an internet-like structure. Their manifesto includes the 

requirements for design to inspire to be creative, help people to create useful 

components, and support collaboration and the sharing of unfinished projects. 
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THE INTEGRATION OF PHYSICAL AND DIGITAL 

MATERIALS 

After having addressed related work in the area of craft in the previous section, 

this chapter now turns to the hybrid element of this thesis; i.e. the integration of 

physical and digital (Kirk and Sellen, 2010). Alongside their collections of 

physical objects, people nowadays accumulate vast collections of digital objects, 

such as digital photos, videos, or work documents. The parallel existence of such 

physical and digital objects has sparked discussions on the importance of 

materiality and how the use of objects is different for physical and digital objects 

(e.g. Dijck, 2007). Furthermore, it has caused HCI research to explore the design 

of systems that integrate physical and digital objects and interaction mechanisms 

in order to better support our everyday lives, e.g. in archiving, reminiscing, or 

story-telling. Advantages of this integration include the closer accessibility and 

visibility of the digital in everyday life, and the employment of our well-trained 

physical skills in interaction with the digital (Hoven et al., 2007)Ȣ 4ÈÉÓ ÔÈÅÓÉÓȭ ÇÏÁÌ 

of developing a notion of a hybrid craft is closely related to these research aims. 

As such, this section addresses a common methodology, and examples within 

this methodology, to physical-digital integration ɀ Tangible Interaction ɀ after 

which it addresses craft platforms and construction kits that have been proposed 

with in Tangible Interaction. 

 

T ANGIB LE  I NTER AC TIO N:  DESIGNING FO R  THE I NTEGR ATIO N O F 

PHY SIC AL  AND D IG ITAL  

Tangible User Interfaces (TUIs) aim to provide physical interfaces to digital 

information. Hornecker and Buur (2006) propose that different views on 

Tangible Interaction exist with in Computer Science and HCI: data-centred 

coupling of physical objects and digital information; Industrial and Product 

Design: expressive-movement-centred emphasis on meaningful bodily 

interactions with objects; and Arts and Architecture: space-centred emphasis on 

interactive spaces that combine physical spaces with display of digital 

information; although in practice these distinctions may not be so clear-cut. For 
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HCI, the advantages of TUIs lie in, for example, ease-of-use and the exploitation 

of rich human skills for handling physical tools and thus providing more direct 

manipulation (Dourish, 2001). A well-accepted view on Tangible Interaction is 

that of Ullmer and Ishii (2000). They state that Tangible Interaction eliminates 

the distinction between representation and control that is common in graphical 

user interfaces (GUIs). Rather than having separate output and input devices, 

TUIs use the same physical objects, called tangibles, as means for both 

representation and control. These tangibles, according to Ullmer and Ishii 

(2000), can be iconic or symbolic. Iconic tangibles share properties of their 

physical form with the digital objects they refer to, while symbolic tangibles do 

not share such references. A second axis to this dichotomy was added by Van den 

Hoven and Eggen (2004) who argue for the distinction between generic and 

personal objects. They add personal objects, such as holiday souvenirs or 

heirlooms, to the existing frameworks for Tangible Interaction (e.g. Hornecker 

and Buur, 2006, Ullmer and Ishii, 2000), based on the idea that users of tangible 

objects have existing mental models of the links between their personal objects 

and the associated digital information, e.g. because of past events known to the 

user in which these objects played a role.  

 

Both personal and generic objects have been used in novel interaction 

mechanisms and systems developed by design researchers. While a 

comprehensive overview of these systems is beyond the scope of this chapter, 

the studies that can serve as relevant examples have integrated elements from 

the physical and digital realms in attempts to provide more meaningful ways of 

interacting with our everyday objects. Some existing systems provide physical 

interfaces for digital information, such as Shoebox: a physical shoebox for storing 

and accessing digital photos (Banks and Sellen, 2009); Memento: a physical pen 

and paper interface for a digital scrapbook (West et al., 2007); Cueb: a set of 

interactive physical photo cubes to explore and share stories about digital 

photographs (Golsteijn and Hoven, 2013) and 4Photos: a physical display for 

displaying Facebook photos during dinner time (Bhömer et al., 2010). Other 

systems create connections between tagged physical objects and digital 

information, allowing people to access digital information through physical 
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objects, such as Audiophoto Desk: an interactive desk that plays sounds 

associated to photographs placed on the desk (Frohlich and Fennell, 2007, 

Frohlich et al., 2004); Digital Photo Browser (Hoven and Eggen, 2003) and 

Souvenirs (Nunes et al., 2009): both are systems with which physical objects can 

be scanned to access associated digital photos. A third category aims to store and 

archive physical objects and associated stories digitally, such as Family Archive: 

a multi-user family archive for archiving and annotating physical and digital 

possessions (Kirk et al., 2010); Living Memory Box: a box for photographing, 

annotating and archiving physical objects (Stevens et al., 2003); and Memory 

Box: a box which allows for recording and attaching audio recordings to 

memorabilia (Frohlich and Murphy, 2000). Similarly, the TOTeM research 

project (Tales of Things and Electronic Memory) resulted in a platform with 

which people can record stories about their physical objects and tag these 

objects to access these stories online (Barthel et al., 2010). 

 

T ANGIB LE  I NTER AC TIO N AND CR AFT  PLATFO R M S 

The most relevant area of Tangible Interaction, which is here interpreted broadly 

as any integration of physical and digital, is that of platforms or construction kits 

that support various forms of making or crafting. Some of these have looked at 

repurposing and employing existing means to novels ends. Mellis and Buechley 

(2012b, 2011), for example, study the use of open-source hardware as a means 

to support creativity, and based on their findings they advertise the integration 

of physical and digital skill development. Another approach is the development 

of objects that can be used in home crafting projects, such as Rototack (Wrensch 

et al., 2000) and a programmable hinge (Wrensch and Eisenberg, 1998). 

Inspirational Bits (Sundström et al., 2011) further aim to expose material 

properties of technologies that can inform a design process and design sketches, 

although they are not intended as prototyping means.  

 

A second category in research consists of systems aimed at children. These 

systems allow children to create their own toys, or tools for storytelling, such as 

Plushbot (Huang and Eisenberg, 2011), Craftopolis (Meyers et al., 2010), kidCAD 
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(Follmer and Ishii, 2012), and Telltable (Cao et al., 2010); encourage them to 

craft, e.g. e-textiles (Buechley et al., 2006); or teach them about programming, 

e.g. Electronic Blocks (Wyeth, 2008) and Tern (Horn and Jacob, 2007). Finally, 

Guler and Rule (2013) uncover gender stereotypes behind construction kits 

aimed at girls, and instead propose the Invent-abling kit as a girl-centred 

prototyping kit for wearable electronics with a gender-neutral presentation. 

Finally, other platforms are prototyping tools that allow for the quick assembly of 

electronics and physical prototypes in interaction design. While most of these 

tools are initially aimed at designers and researchers, their use can extend to 

creative practices of everyday users. Examples of such tools are: Voodoo I/O ɀ a 

platform that enables the quick creation of electronic circuits by pricking 

components into a conductive surface (Villar et al., 2006, Villar et al., 2007); 

LittleBits (Bdeir and Rothman, 2012) ɀ electronic components embedded in 

small circuits that can be snapped together with magnets; and .NET Gadgeteer 

(Villar et al., 2011) ɀ an open-source hardware platform that includes a 

microprocessor and components embedded in concrete building blocks. Further, 

Mellis et al. (2013b) made embedded programming accessible through the 

ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÁÎ ȬÕÎÔÏÏÌËÉÔȭ ɀ a kit that does not consist of high-level building 

blocks but, in this case, of low-level electronics, a microcontroller, and 

ÃÏÎÄÕÃÔÉÖÅ ÉÎËȢ 6ÁÒÅÓÁÎÏȭÓ ÏÎ-going work (2013) explores the development and 

use of LibreMote, a platform that allows researchers, artists, and hobbyists, to 

prototype wireless controllers. Gaye and Wright (2012) explore the use of plastic 

fuse beads as a prototyping material for simple switches, 3D shapes, and 

elements in electronic circuits. Hurst and Kane (2013) propose the Easy Make 

Oven, an interactive surface that enables users to scan, edit, and produce copies 

of phyÓÉÃÁÌ ÏÂÊÅÃÔÓȟ ÁÓ ÁÎ ÅØÁÍÐÌÅ ÏÆ Á ÔÏÏÌ ÔÏ ȬÍÁËÅ ȰÍÁËÉÎÇȱ ÁÃÃÅÓÓÉÂÌÅȭ (p.635). 

TOPAOKO (Wu and Gross, 2010) is an interactive building kit consisting of 

electronic components embedded in laser-cut hardboard, which allows for the 

quick assembly of sensing and actuating circuits. Triangles (Gorbet and Orth, 

1997) form a tangible interaction system that enables interaction with digital 

data by connecting magnetic triangular pieces of plastic. AutoGami (Zhu and 

Zhao, 2013) is a toolkit for the creation of automated moveable paper craft ɀ e.g. 

paper characters for storytelling ɀ through an integration of physical paper craft, 
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a digital model of the crafted object, and microprocessor technology. And finally, 

Codeable Objects (Jacobs and Buechley, 2013) is a programming environment 

that allows novices to quickly create objects, such as lamps and clothing, using 

digital fabrication techniques, such as laser-cutting and embroidery machines. 

 

Some of these research projects were developed into commercially available 

platforms, such as littleBits14, and .NET Gadgeteer15. Other platforms are also 

available to support everyday craft practices, such as MaKey MaKey16, Raspberry 

Pi17, Phidgets18, and Arduino19. Furthermore, websites such as Ponoko20 and 

Shapeways21 offer 3D printing and laser cutting services and make the creation 

of physical products based on digital design accessible for everyday users. 

RESEARCH AIMS 

This literature review has highlighted some insights on craft from different 

disciplines, before zooming in on craft in design research and HCI. The review of 

this literature on related work has enabled the identification of gaps in 

knowledge this thesis aims to fulfil. First, several studies have looked at specific 

craft practices, e.g. DIY and hacking (Desjardins and Wakkary, 2013), Steampunk 

(Tanenbaum et al., 2012), book restoration (Rosner and Taylor, 2011), and 

gardening and knitting (Goodman and Rosner, 2011). Also a few studies have 

looked across specific crafts and tried to uncover common characteristics of 

craft, hereby focusing on professionals (e.g. Bardzell et al., 2012, Buechley and 

Perner-Wilson, 2012, Yair and Schwarz, 2011). Unsurprisingly, as these studies 

have shown, studying a particular craft is a successful way of furthering 

understanding of that craft practice. This thesis aims to similarly gain a 

comprehensive understanding of everyday hybrid craft in order to facilitate 

design for this practice. However, as addressed in Chapter 1, hybrid craft is 

                                                        
14 http://littlebits.cc/ (Accessed June 2014). 
15 http://www.netmf.com/gad geteer/ (Accessed June 2014). 
16 http://www.raspberrypi.org/ (Accessed June 2014). 
17 http://www.raspberrypi.org/ (Accessed June 2014). 
18 http://www.phidgets.com/ (Accessed June 2014). 
19 http://www.arduino.cc (Accessed June 2014). 
20 http://www.ponoko.com (Ac cessed June 2014). 
21 http://www.shapeways.com (Accessed June 2014). 
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hardly practiced by everyday crafters, which is why it is challenging to study 

these practices. Therefore, it is crucial to instead thoroughly understand 

characteristics of both physical and digital craft practice to theoretically inform 

hybrid craft. However, a comprehensive study of diverse forms of everyday 

physical and digital craft practice ɀ which are analysed for common 

characteristics and differences based on a similar research method and analysis 

framework ɀ has not been found in the literature. This thesis will therefore, first, 

provide this research and address relevant dimensions of physical and digital 

craft, such as materials and tools, across craft disciplines. 

 

Second, the review of related design work has shown that although some authors 

ÕÓÅ ÔÈÅ ÔÅÒÍ ȬÈÙÂÒÉÄȭ (e.g. Buechley and Perner-Wilson, 2012, Zoran, 2013), this 

term does not have the same meaning as outlined in this thesis. Zoran (2013) 

uses hybrid craft to mean an integration of traditional craft and digital 

fabrication, while Buechley and Perner-Wilsen (2012) use the term to mean an 

integration of electronics with traditional craft. As addressed, for this thesis 

hybrid craft refers to everyday creative practices which integrate physical and 

digital materials, techniques and/or tools, to make physical-digital creations 

(with a focus on digital files as digital craft components). This view on hybrid 

craft is not found in literature, and many of the existing systems are only hybrid 

in process but not in result; or only integrate physical and digital through the 

inclusion of electronics or coding, but not files. As such, existing platforms and 

construction kits for craft miss certain elements that are crucial for this thÅÓÉÓȭ 

interpretation of hybrid craft, for example the possibility to include digital media 

in interactive hybrid craft results, the possibility to incorporate a diversity of 

physical craft materials, and accessibility to everyday people without any 

programming skills. Although the reviewed literature can provide inspiration in 

the design process and in the formulation of craft characteristics, it is considered 

important to start studying and designing for hybrid craft afresh within a 

dedicated empirical design process, simply because existing literature does not 

ÆÕÌÌÙ ÍÁÔÃÈ ÔÈÉÓ ÒÅÓÅÁÒÃÈȭÓ ÁÉÍÓȢ 4ÈÉÓ ÄÅÓÉÇÎ ÐÒÏÃÅÓÓ ÒÅÓÕÌÔs in the design and 

evaluation of a system that facilitates hybrid craft, and a set of design guidelines, 

which are contributions to the literature. This research further aims to establish 
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ÈÙÂÒÉÄ ÃÒÁÆÔ ÁÓ Á ȬÓÔÒÏÎÇ ÃÏÎÃÅÐÔȭ (Höök and Löwgren, 2012), an intermediate-

level knowledge contribution that is an abstraction from a concrete design idea 

and is grounded in related design knowledge (see Chapter 3). 

 

Finally, a gap in the literature is identified around methodological reflections on 

using design research to study craft. Moreover, while design research has 

created new designs that integrate craft with technology or that propose novel 

forms of technological craft, these designs all use craft instrumentally to achieve 

other goals, e.g. making craft accessible for everyday users (e.g. Perner-Wilson et 

al., 2011, Saul et al., 2010), making more meaningful or personalised objects (e.g. 

Freed et al., 2011, Rosner, 2010), supporting education (e.g. DuMont, 2012), or 

making it easier to build prototypes (e.g. Mellis et al., 2013b, Villar et al., 2011, 

Wu and Gross, 2010). However, none of these studies created new designs for 

craft merely in order to understand a specific craft practice, or newly developed 

craft form; this thesis provides a first design research example for this. It is thus 

unsurprising that earlier studies do not include reflections on the use of design 

research to study craft, as their reflections instead have focused on the main 

goal, e.g. making craft accessible for everyday users. On the other hand, 

reflections in HCI literature on the nature of art or craft (e.g. Kettley, 2010, Kolko, 

2011, Nimkulrat, 2012) are based on studies of craft practice, but not on design 

research. There is thus a disparity between those craft studies and reflections 

that have been useful to understand the nature of craft within design, and those 

studies that have built new designs for craft practice. This thesis therefore 

includes a reflection on the use of a design research methodology (which 

includes the design of a new system) to study craft (see Chapter 10). This 

reflection uncovers relevant insights in the relations between design and craft 

that can provide new metaphors for addressing interaction design. After 

identifying gaps in the literature, the next chapter addresses the research 

methodology and methods through which the proposed research is carried out. 
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CHAPTER 3: METHODOLOGY 

 

 

 

 

 

As the literature review has shown, this thesis draws on literature from multiple 

disciplines22. Similarly, this chapter shows that the selection of methods 

employed in this research has a multidisciplinary character; it engages with 

methods originating from social sciences ɀ narrative interviewing , portraiture , 

and thematic analysis ɀ as well as from design ɀ idea generation, annotated 

portfolios, prototyping, and creative workshops. The use of qualitative research 

methods originating from social sciences ɀ for example, interviews, ethnography, 

and data coding ɀ with in design research is well established in Human-Computer 

Interaction (Dourish, 2006). Moving further beyond this tradition, the 

ÉÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒÙ ÍÅÔÈÏÄ ÏÆ ȬÉÄÅÁ ÇÅÎÅÒÁÔÉÏÎ ÔÈÒÏÕÇÈ ÐÏÒÔÒÁÉÔÕÒÅȭ ÔÈÁÔ ×ÁÓ 

developed as part of this research (Golsteijn and Wright, 2013) combines 

methods from social sciences and design, and illustrates how design research 

may benefit from closer appropriation of social science methods. However, 

despite these multidisciplinary influences, this thesis is primarily rooted within 

the broad field of Human-Computer Interaction (HCI). 

 

HCI originates from psychology and concerns itself with the study of interactive 

ÐÒÏÄÕÃÔÓ ÁÎÄ ÓÙÓÔÅÍÓȟ ÁÎÄ ÐÅÏÐÌÅȭÓ ÉÎÔÅÒÁÃÔÉÏÎÓ ×ÉÔÈ ÔÈÅÓÅ ÓÙÓÔÅÍÓȢ 5ÐÏÎ ÉÔÓ 

emergence as a field in the early 1980s, Human-Computer Interaction focused on 

technology, information processing, man-machine coupling and cognitive 

psychology ɀ this is now referred to as first-wave HCI (Bowers, 2012, Kaptelinin 

et al., 2003, Harrison et al., 2007). In the so-ÃÁÌÌÅÄ ȬÓÅÃÏÎÄ ×ÁÖÅȭȟ ÁÔÔÅÎÔÉÏÎ 

shifted to include the social identity of the user and the use of technology in 

                                                        
22 Sections of this chapter have previously been published in Golsteijn and Wright (2013). 
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context, e.g. the use of applications within groups, or within work contexts 

(Bødker, 2006, Bowers, 2012, Harrison et al., 2007). In the last decade, 

ÒÅÓÅÁÒÃÈÅÒÓ ÈÁÖÅ ÓÏÕÇÈÔ ÔÏ ÁÄÄ Á ȬÔÈÉÒÄ ×ÁÖÅȭȟ ×ÈÉÃÈ ×ÁÓ ÍÏÓÔ ÓÙÓÔÅÍÁÔÉÃÁÌÌy 

argued for by Harrison et al. (2007) The authors state they had heard colleagues 

discuss a third paradigm but had not seen it introduced to the field as a 

ȬÌÅÇÉÔÉÍÁÔÅ ÆÒÁÍÅ ÏÒ ÌÅÎÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÔÏ ÖÉÅ× ÃÏÎÔÒÉÂÕÔÉÏÎÓȭ (2007, p.2), which 

they subsequently seek to do in their paper. In this third wave, focus has shifted 

again with the broadening of use contexts from workplaces to homes, and with 

the premise that the study of interaction should include elements such as culture, 

emotion and experience (e.g. Bardzell and Bardzell, 2011, Bødker, 2006, Gaver et 

al., 1999, McCarthy and Wright, 2004). As such, third-wave HCI has a contrasting 

ÆÏÃÕÓȡ Ȭnon-work, non-purposeful, non-ÒÁÔÉÏÎÁÌȟ ÅÔÃȢȭ (Bødker, 2006, p.2). In 

short, the third wave takes a phenomenological viewpoint, in which interaction 

and knowledge are embodied in situation, real world, human action (Harrison et 

al., 2007).  

 

In third -wave HCI in particular, and as design practitioners have become more 

and more integrated in the HCI research community (Gaver, 2012), it has 

become more common to combine design action and research in so-called 

ȬÄÅÓÉÇÎ ÒÅÓÅÁÒÃÈȭȢ !ÆÔÅÒ ÁÌÌȟ ÔÈÅ ÔÈÉÒÄ ×ÁÖÅ ÉÎÃÌÕÄÅÓ Á ÂÒÏÁÄ ÒÁÎÇÅ ÏÆ ÔÅÃÈÎÏÌÏÇÉÃÁÌ 

issues and concerns of human experience which can be served with a design 

perspective (Bowers, 2012). Positioned within the HCI field, this thesis takes a 

design research approach as its methodology to study hybrid craft. Since it deals 

with interactive products and technologies, or interaction design, the overall 

methodology for this thesis is referred to interaction design research. This 

chapter now continues to introduce design research, and address different 

strategies to design research which are used complementary to study hybrid 

craft. After introducing the specific methods employed in this research, it finally 

discusses the contributions this thesis makes. 
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DESIGN RESEARCH METHODOLOGY  

Within design research and HCI communities there is still plenty of discussion on 

the role of design in research and HCI. For example, it has been posed that there 

is a distinction between qualitative design-based and quantitative model-based 

HCI (Law, 2011), within which the former seems closely connected to third-wave 

HCI and the latter to first- and second-wave. Model-based HCI aims to reduce 

products, systems, or phenomena under study into measurable dimensions, and 

to evaluate designs based on repeatable and generalisable methods. In contrast, 

design-based HCI argues against this, and aims to holistically explore users, use 

contexts, and design solutions, while taking into account human factors, such as 

ÅÍÏÔÉÏÎ ÁÎÄ ÅÎÇÁÇÅÍÅÎÔȢ 4ÈÅ ÓÕÃÃÅÓÓ ÏÆ ÓÕÃÈ ȬÈÏÌÉÓÔÉÃ ÄÅÓÉÇÎ ÓÏÌÕÔÉÏÎÓȭ ÉÓ ÏÆÔÅÎ 

difficult to assess because attempts to measure or quantify certain elements of 

the design contradict the tenets of design-based HCI; after all, each user, each 

design, and each use instance is unique. Similarly, some authors have argued that 

design, or design research, needs to be formalised as a methodology in order to 

make contributions in theory, content, or methods (e.g. Forlizzi et al., 2011, 

Zimmerman et al., 2010). However, others (e.g. Fallman and Stolterman, 2010, 

Gaver, 2012, Stolterman, 2008) oppose this view and argue that the nature of 

design makes it difficult, and in fact counter-productive, to try and formalise a 

ÄÅÓÉÇÎ ÍÅÔÈÏÄÏÌÏÇÙȢ 'ÁÖÅÒ ÁÒÇÕÅÓ ÔÈÁÔ ÄÅÓÉÇÎ ÒÅÓÅÁÒÃÈ ÔÅÎÄÓ ÔÏ ÂÅ ȬÐÒÏÖÉÓÉÏÎÁÌȟ 

ÃÏÎÔÉÎÇÅÎÔ ÁÎÄ ÁÓÐÉÒÁÔÉÏÎÁÌȭ (2012, p.938), which makes it unfalsifiable in 

nature. He offers some explanations on why there are so many different 

interpretations of what design research is and what it should be, for example 

ÂÅÃÁÕÓÅ ÉÔ ÉÓ Á ȬÐÒÅ-ÐÁÒÁÄÉÇÍÁÔÉÃȭ ÆÉÅÌÄ ɀ a field where no dominant underlying 

ÔÈÅÏÒÙ ÏÒ ×ÁÙ ÏÆ ×ÏÒËÉÎÇ ÈÁÓ ÂÅÅÎ ÅÓÔÁÂÌÉÓÈÅÄȢ (Ï×ÅÖÅÒȟ ÔÈÅ ÁÕÔÈÏÒȭÓ ÏÔÈÅÒ 

explanations suggest that convergence may not be required or desired for the 

progression of the field; for example, because design research is a generative 

discipline it is able to create multiple worlds of design that may not overlap or be 

compatible. Gaver is further quick to point out that perhaps it is not such an 

undefined field after all; there are plenty of tenets most design researchers agree 

on, such as: a focus on some variation of user-centred research ɀ keeping the 

potential target users in mind, and involved, throughout the design process ɀ; the 
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exploration of a large range of design options; attention for detail in the work; 

and the belief that the practice of creating design artefacts will lead to richer 

understanding (Gaver, 2012). At the same time, methodologically, design has 

come to play a more important role in third-wave HCI as designers seek 

inspiration beyond pure user research, in more exploratory processes (Bødker, 

2006), e.g. the use of cultural probes (Gaver et al., 1999).  

 

DESIGN RESEAR C H STR ATEGIES 

!Ó Á ÔÅÒÍ ȬÄÅÓÉÇÎ ÒÅÓÅÁÒÃÈȭ ÄÏÅÓ ÎÏÔ ÐÒÏÖÉÄÅ ÍÕÃÈ ÃÌÁÒÉÔÙ ÒÅÇÁÒÄÉÎÇ ÔÈÅ ÔÏÐÉÃ 

under study, methodology, and ultimate goal, which is why researchers have 

attempted to classify different types, or strategies, of design research. Frayling 

(1993)ȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÎÁÍÅÓ ȬÒÅÓÅÁÒÃÈ ÉÎÔÏ ÄÅÓÉÇÎȭ (research that studies the topic 

of design, e.g. design history, aesthetics, or theoretical perspectives); ȬÒÅÓÅÁÒÃÈ 

ÔÈÒÏÕÇÈ ÄÅÓÉÇÎȭ (research that uses design action as a tool or a method, e.g. 

materials research, (concept) development work, and action research where 

findings are communicated through a research diary); ÁÎÄ ȬÒÅÓÅÁÒÃÈ ÆÏÒ ÄÅÓÉÇÎȭ 

(research that contributes to the creation of an artefact, which is the final goal). 

Similarly, Fallman (2003) ÍÁËÅÓ Á ÄÉÓÔÉÎÃÔÉÏÎ ÂÅÔ×ÅÅÎ ȬÒÅÓÅÁÒÃÈ-oriented 

ÄÅÓÉÇÎȭ (the ultimate goal of which is to create a new artefact)ȟ ÁÎÄ ȬÄÅÓÉÇÎ-

oriented-ÒÅÓÅÁÒÃÈȭ (the ultimate goal of which is to generate knowledge, through 

the design of an artefact, specifically the kind of knowledge that would be 

difficult to gather without the designed artefact)Ȣ &ÁÌÌÍÁÎȭÓ ȬÒÅÓÅÁÒÃÈ-oriented 

ÄÅÓÉÇÎȭ ÉÓ ÔÈÕÓ ÓÉÍÉÌÁÒ ÔÏ &ÒÁÙÌÉÎÇÓȭÓ ȬÒÅÓÅÁÒÃÈ ÆÏÒ ÄÅÓÉÇÎȭ ɉ2Æ$Ɋȟ ×ÈÉÌÅ ÈÉÓ ȬÄÅÓÉÇÎ-

ÏÒÉÅÎÔÅÄ ÒÅÓÅÁÒÃÈȭ ÒÅÓÅÍÂÌÅÓ &ÒÁÙÌÉÎÇȭÓ ȬÒÅÓÅÁÒÃÈ ÔÈÒÏÕÇÈ ÄÅÓÉÇÎȭ ɉ2Ô$ɊȢ 

 

In the design research community, as opposed to, for example, in product 

development companies, most researchers are concerned with gathering 

knowledge to contribute to existing knowledge of researcher or practitioner 

communities, and thus RtD appears to be the dominant form of design research. 

The use of design action ɀ the development of design concepts and the creation 

of interactive prototypes ɀ can be beneficial. RtD has been argued to produce 

several beneficial contributions to HCI, such as the identification of 
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opportunities; the creation of concrete artefacts that embody theory and 

technical opportunities; and the contribution of holistic research that includes 

the framing of the problems and the road towards a solution (Zimmerman et al., 

2007). Furthermore, it allows for design solutions to be evaluated in real-life 

contexts; for designers to learn about the topic by doing design activities; and for 

design activities to lead to discussions and new insights and ideas (Hoven et al., 

2007). RfD, on the other hand, typically gathers knowledge for the design of a 

product or system through methods such as interviews or focus groups and does 

not include design action in this research process. However, taking a slightly 

ÂÒÏÁÄÅÒ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ 2Æ$ ÉÍÐÌÉÅÓ ÔÈÁÔ ÔÈÅ ÒÅÓÕÌÔ ÄÏÅÓ ÎÏÔ ÎÅÅÄ ÔÏ ÂÅ Á ȬÆÉÎÁÌȭ 

product. RfD can also inform the design of a new artefact that can subsequently 

be used in further research through the formulation of design guidelines or 

knowledge around design context, user group, requirements, etc. In other words, 

RfD can be used to inform RtD (Figure 3.1). Similarly, RtD, in addition to providing 

knowledge on the research topic, can inform design guidelines, design 

specifications, new ideas, insights into gaps in existing knowledge, which can 

inform further RfD (Figure 3.1). RfD and RtD are thus not two isolated research 

strategies but can be used together (Fallman, 2007). The next section addresses 

how the use of both RfD and RtD strategies within this research complement 

each other.  

 

 

 

Fig. 3.1 Using RfD and RtD: findings from one activity can inform further work in the other.  
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RESEAR C HING HY BR ID  CR AFT  THR O UG H AND F O R DESIGN 

Design research is considered a particularly apt approach to researching hybrid 

craft. Craft, apart from having recently become of interest to the HCI community, 

is typically one of those topics that would benefit from a design-based, holistic, 

third -wave approach, because it is embedded in social and personal contexts, 

ÁÎÄ ÉÔ ÄÅÁÌÓ ×ÉÔÈ ÐÅÏÐÌÅȭÓ ÐÅÒÓÏÎÁÌ ÉÎÔÅÒÅÓÔÓ ÁÎÄ ÍÅÎÔÁÌ ÐÒÏÃÅÓÓÅÓ, which makes 

it very difficult to generalise. Further, the large diversity in craft practices ɀ the 

diverse possibilities of crafting, the different practices people engage in, the 

different things they make, and the ways they do this ɀ makes it difficult to break 

these practices up in measurable entities; a holistic design approach may thus 

serve better. Finally, studying craft through and for design may provide 

interesting opportunities for reflection on the relation between craft and design, 

and what it means, methodologically, to study craft by using design research. As 

addressed in Chapter 2, traditionally there was a clear-cut distinction between 

designers and crafters (Pye, 1968). Currently, however, these boundaries are 

fading due to novel processes of making and customisable products. More and 

more, designers are being considered crafters, and design is considered craft, or 

ȬÔÈÅ ÃÒÁÆÔÉÎÇ ÏÆ ÃÏÎÎÅÃÔÉÏÎÓ ÒÏÏÔÅÄ ÉÎ ÔÈÅ ÍÁÔÅÒÉÁÌ ×ÏÒÌÄȭ (Bean and Rosner, 

2012, p.87). If design is a form of craft, or at least an activity that shares many of 

the tenets of craft, it seems particularly apt to reflexively employ design research 

in the study of craft. To this end, Chapter 10 includes a reflection on the use of 

RfD and RtD to study craft. 

 

As an overarching goal, this thesis aims to formulate a vision on hybrid craft 

practice, and design guidelines for new systems that can support this practice. 

Because it is often difficult for people to imagine how they would use a new 

system that is unlike anything they currently have, hybrid craft is typically an 

area in which it would be difficult to generate knowledge without the use of 

concrete designs or interactive prototypes that help users envision what is 

possible. RtD is therefore a pivotal part of this thesis. However, because hybrid 

craft as it is envisioned in this thesis is currently hardly practiced in everyday 

life, it is also difficult to envision what design may be realised that can give 
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insight into hybrid craft practice. Before carrying out RtD it is thus required to 

carry out RfD to be able to realise a meaningful design. Since hybrid craft cannot 

readily be studied through observations or interviews, an interview study into 

existing physical and digital craft practices is carried out, in order to compare 

these practices and identify how they may suitably be combined into hybrid 

practices. This interview study subsequently advises the design of a system 

(RtD), called Materialise, which facilitates and informs hybrid craft practice. 

From this RtD, design guidelines for hybrid craft are derived, which can in turn 

be considered RfD because they can inform the creation of further design 

artefacts (see Figure 3.2). The next section addresses the specific methods that 

are employed in this research within the RfD and RtD strategies. 

 

 

 

Fig. 3.2 Visualisation of t he design research process: RfD (the crafter interview study ) 

informs RtD ( the design and evaluation of Materialise ), which subsequently informs 

further RfD ( design guidelines for hybrid craft) . 

 

EMPLOYED METHODS 

With interaction design research as the methodology, the concrete methods that 

are employed for this research follow a user-centred trajectory, which is the 

dominant preferred way of working within design research (Gaver, 2012). 

Although user-centred design approaches have been criticised (e.g. Cockton, 

2013) for their limited potential in producing profitable innovative products , it 

has also been argued that design research sets itself apart from design practice 

through its focus on generating knowledge rather than creating products that 

can be successful on the market (e.g. Zimmerman et al., 2007). This thesis thus 

employs a user-centred, qualitative approach because it aims to generate rich 

understanding of existing and envisioned craft practices. Methods employed 

within this approach are: an explorative narrative interview method combined 

with portraiture and thematic analysis (to gain understanding of everyday 
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physical and digital craft practices); an idea generation method developed within 

this research that uses portraiture as an input for ideation (to generate ideas for 

hybrid craft); annotated portfolios (to illustrate the design journey); interaction 

design prototyping and creative workshops (to evaluate the hybrid craft design 

and inform a vision on hybrid craft and design guidelines). An overview of the 

research methodology, employed methods and corresponding chapters can be 

seen in Figure 3.3, and this section now introduces each method in turn. 

 

 

Fig. 3.3 Overview of the interaction design research methodology: employed methods, 

chapters in which they are addressed, and how each method informed consequently used 

methods. An overarching approach is the abstraction and reflection upon empirical work  

(arrows poi nting outward) to reach an understanding of hybrid craft  (Chapter 10) . 

Similarly, Chapter 8 form s a pivotal chapter that compares physical and digital craft and 

derives design guidelines for hybrid craft from empirical and design findings, which are 

subsequently used in a second design chapter (Chapter 9). Apart from the whole 

illustration representing the research methodology, a literature and methodology block is 

included to represent the informing roles of the reviewed literature and methodology on 

the overall understanding of hybrid craft and its guidelines , through the use of design 

research and the explicit reflection on the research methodology . 

 

 

NARR ATIVE  I NTER VIEW ING 

Some twenty-five years ago, Bruner (1987) ÉÎÔÒÏÄÕÃÅÄ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÌÉÆÅ ÁÓ 

ÎÁÒÒÁÔÉÖÅȭȟ ÁÒÇÕÉÎÇ ÔÈÁÔ ÈÕÍÁÎ beings construct meaning, make sense, and 

ÅÎÇÁÇÅ ÉÎ Ȭ×ÏÒÌÄ ÍÁËÉÎÇȭ (Bruner, 1987, p.11) ÔÈÒÏÕÇÈ ȬÎÁÒÒÁÔÉÖÅȭ ɀ that is, 

through creating, telling, recording, and reading stories. Relatedly, the field of 

narrative research seeks to engage analytically with the storied ways in which 

we make sense of our experiences, within the wider context of our social world 

and those social others within it (Bruner, 1987, Hollway and Jefferson, 2000). A 
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narrative approach to interviewing thus focuses on analysing those stories 

interviewees have to tell about a certain topic, and related background stories. 

Because a narrative interview leaves an interviewee relatively free ɀ compared 

to a semi-structured interview, for example ɀ it is particularly useful for 

exploratory research projects, in which it is not known which questions or 

answers may lead to interesting insights (Bruner, 1987, Hollway and Jefferson, 

2000). Since the study of physical and digital craft practices is such an 

explorative endeavour, narrative interviewing is considered particularly suitable 

ÆÏÒ ÈÏÌÉÓÔÉÃÁÌÌÙ ÅØÐÌÏÒÉÎÇ ÃÒÁÆÔ ÐÒÁÃÔÉÃÅ ÁÎÄ ÃÒÁÆÔÅÒÓȭ ÓÔÏÒÉÅÓȢ )Ô ÈÁÓ ÂÅÅÎ ÁÒÇÕÅÄ 

that seeing and doing, rather than talking about, craft are crucial to uncover tacit 

knowledge (e.g. Sennett, 2008, Ingold, 2006). However, since the goal is not to 

learn or understand a specific craft in great detail, but rather to gain 

multidisciplinary insight s in personal accounts of everyday craft, it is considered 

more important in this study ÔÏ ÇÅÔ ÃÒÁÆÔÅÒÓȭ ÐÅÒÓÏÎÁÌ ÖÉÅ×Ó ÏÎ ÔÈÅÉÒ ÐÒÁÃÔÉÃÅÓȢ 

Because narrative interviewing allows individuals to tell their stories beyond the 

topic directly under study, and beyond that which would have been directly 

observable, it is expected that these interviews uncover a broad spectrum of 

aspects related to craft ÐÒÁÃÔÉÃÅȟ ÖÁÒÙÉÎÇ ÆÒÏÍ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÁÃÔÕÁÌ ÐÒÁÃÔÉÃÅ ÔÏ 

their more general backgrounds, motivations and beliefs. Moreover, interviews 

take, where possible, place in the locations where crafters usually work and 

include reference to materials, tools, and craft pieces in these locations so that 

observations are nevertheless possible.  

 

Critical challenges that have been identified in relation to narrative research 

include: ethical difficulties, especially in maintaining anonymity of research 

participants because of the level of contextual and personal detail (Smythe and 

Murray, 2000); the impact of the research and in-depth personal inquiry on the 

participants (Stacey, 1991)Ƞ ÁÎÄ ÔÈÅ ÐÅÒÃÅÉÖÅÄ ȬÌÅÇÉÔÉÍÁÃÙȭ ÁÎÄ ȬÖÁÌÉÄÉÔÙȭ ÏÆ ÔÈÅ 

data produced (Bruner, 1987). Despite these challenges, narrative approaches to 

research have been utilised successfully across a range of subjects in the social 

sciences, including education (e.g. Sinclair Bell, 2002); health (e.g. Williams, 

1984)Ƞ ÔÈÅ ÃÏÎÓÔÒÕÃÔÉÏÎ ÏÆ ȬÅÖÅÒÙÄÁÙ ÓÅÌÖÅÓȭ (e.g. Pasupathi, 2006); and the 

storied experience of crime (e.g. Presser, 2010). 
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While the origin of narrative research lies in social sciences, it shares common 

ground with some HCI methods, e.g. contextual inquiry (Wixon et al., 1990); the 

use of digital storytelling, cultural probes and conversational interview 

techniques within experience-centred design (McCarthy and Wright, 2004); deep 

narratives (Jung et al., 2011); technology biographies (Blythe et al., 2002); and 

ethnographic approaches to design research (e.g. Dourish, 2006, Millen, 2000). 

However, these methods often have a smaller or different scope than narrative 

interviewing, e.g. contextual enquiry lacks attention to findings beyond the 

ÐÈÅÎÏÍÅÎÏÎ ÏÆ ÉÎÔÅÒÅÓÔȟ ÓÕÃÈ ÁÓ Á ÐÅÒÓÏÎȭÓ ÍÏÔÉÖÁÔÉÏÎÓ ÁÎÄ ÂÁÃËÇÒÏÕÎÄȟ ÁÎÄ 

deep narratives and technology biograpÈÉÅÓ ÁÒÅ ÃÅÎÔÒÅÄ ÏÎ ÐÅÏÐÌÅȭÓ ÐÏÓÓÅÓÓÉÏÎÓ 

and technology. Moreover, such methods in HCI have been criticised for reading 

ÉÎÔÅÒÖÉÅ× ÄÁÔÁ ȬÔÏÏ ÎÁÒÒÏ×ÌÙȭ ÉÎ ÏÖÅÒ-emphasising ȬÉÍÐÌÉÃÁÔÉÏÎÓ ÆÏÒ ÄÅÓÉÇÎȭ 

(Dourish, 2006). In contrast, by using narrative interviewing in combination with 

the portraiture and thematic analysis methods (both addressed later), the 

empirical interview data becomes more important because it is used both 

directly in ideation and thematic analysis. 

 

A two-fold narrative interview  study into physical and digital craft practice is 

conducted, which consists of eight interviews with physical crafters (Chapter 4) 

and eight interviews with digital crafters (Chapter 7). The need for this two-fold 

study was identified throughout the research process. After identifying a gap in 

the literature around craft studies (Chapter 2), an investigation of physical craft 

was done first. The findings from this study were subsequently used to inform 

design activities, and the development of a concept prototype (Chapter 5). 

During the design activities and prototype evaluation (Chapter 6), it came to light 

that more insight was needed into digital craft because design ideas were 

initially developed by extrapolating findings about physical craft to the digital 

and the hybrid, as will be addressed when introducing the idea generation 

through portraiture method later in this section. Acknowledging that people 

currently also engage in digital everyday craft, it was decided to conduct a 

second set of interviews that looked at digital practices. Findings from both sets 

of interviews are used to draw comparisons between physical and digital craft 

practices, and synthesise research findings into design guidelines for hybrid craft 
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(Chapter 8), and to inform further design work that implements these guidelines 

(Chapter 9). As a specification of Figure 3.3, the different roles of the physical 

and digital interview studies can thus be summarised as shown in Figure 3.4. 

 

 

Fig. 3.4 The different roles the physical and di gital craft interview studies play in the 

research: physical interviews inform idea generation through portraiture, interaction 

design prototyping, and creative workshops, as well as thematic analysis, while digital 

interviews informed thematic analysis.  Both are included in a comparison and research 

synthesis that informed design guidelines and further design work.  

 

 

PO RTR AITU R E 

Portraiture is an analysis method for narrative research (e.g. English, 2000, 

Davis, 2003, Lawrence-Lightfoot, 2005) and is used in the analysis of crafter 

interviews. In portraiture , a written document, the research portrait, is created 

about an interview participant, which aims to capture a holistic image by 

describing the research context, participant, and the stories that represent 

answers to interview questions (Lawrence-Lightfoot and Davis, 1997). The 

pÕÒÐÏÓÅ ÏÆ ÔÈÉÓ ÉÓ ÔÏ ÁÔÔÅÎÄ ÔÏ ȬÔÈÅ ÁÅÓÔÈÅÔÉÃ ×ÈÏÌÅȭ (Chapman, 2005, p.48) of the 

research participant, an idea central to both the narrative and portraiture 

approaches; in contrast to, for example, solely employing a data coding approach, 

which fragments the data (e.g. Hollway and Jefferson, 2000). As such, portraits 

ÃÏÍÂÉÎÅ ȬÆÉÒÓÔ ÏÒÄÅÒȭ ÎÁÒÒÁÔÉÖÅÓ ɉÔÈÏÓÅ ÏÆ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔɊȟ ÁÎÄ ȬÓÅÃÏÎÄ ÏÒÄÅÒȭ 

narratives (the stories the researcher is conveying) (Harling Stalker, 2009), such 

as observations of the reseaÒÃÈ ÃÏÎÔÅØÔ ÁÎÄ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ ÉÎÔÅÒÁÃÔÉÏÎÓ ÉÎ ÔÈÁÔ 

context, hereby thus engaging reflexively with interview data (Hill, 2005, Elliot, 
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2005). The use of portraiture methodologies is most dominant within the social 

sciences, primarily within the sociological study of education and educational 

leadership (e.g. Chapman, 2005), but its use extends to criminology (e.g. Hollway 

and Jefferson, 2000); psychology (e.g. Davis, 2003); and health research (e.g. 

Williams, 1984).  

 

In this research, portraits are created about each interview participant in the 

two-fold interview study, which are subsequently used in thematic data analysis 

ɀ by coding the data in the portraits ɀ and ideation ɀ by generating ideas around 

the individual crafters (Golsteijn and Wright, 2013). Craft practices are strongly 

specific to craft discipline and crafter. Therefore, it is important to attend to the 

holistiÃ ÓÔÏÒÙ ÁÒÏÕÎÄ ÅÁÃÈ ÐÁÒÔÉÃÉÐÁÎÔȭÓ ÐÒÁÃÔÉÃÅ ×ÉÔÈÏÕÔ ÂÒÅÁËÉÎÇ ÕÐ ÔÈÅ ÄÁÔÁȟ 

for which portraiture is deemed a particularly appropriate method. This 

approach minimizes the risks of stereotyping and oversimplifying individual 

people and their experiences, which is deemed beneficial in both the thematic 

data analysis and the ideation process. In HCI, similar methods to the research 

portrait have been employed, for example ethnographic vignettes (Orr, 1996), 

×ÈÉÃÈ ÁÒÅ ÓÈÏÒÔ ÄÅÓÃÒÉÐÔÉÏÎÓ ÏÆ ÐÅÏÐÌÅ ÉÎ Á ÓÅÔÔÉÎÇ ÔÈÁÔ ÁÉÍ ÔÏ ÃÁÐÔÕÒÅ ÔÈÅ ȬÆÅÌÔ 

ÅØÐÅÒÉÅÎÃÅȭ ÏÆ ÔÈÁÔ ÓÅÔÔÉÎÇ (Wright and McCarthy, 2008, p.642), although these 

are primarily used for distilling and communicating ethnographic data, instead of 

holistically exploring data in thematic analysis and idea generation.  

 

T HEM ATIC  DATA ANALY SIS 

Thematic analysis of interview data is conducted to uncover characteristics of 

physical and digital craft practice, and derive important insights into a potential 

ÈÙÂÒÉÄ ÃÒÁÆÔ ÐÒÁÃÔÉÃÅȢ !Î ȬÏÐÅÎ ÃÏÄÉÎÇȭ ÁÐÐÒÏÁÃÈ ɀ common in design research ɀ 

is used, in which empirical data is clustered by affinity, and codes, or themes, are 

derived from the data, rather than coding the data within a predetermined 

coding scheme (Liamputtong and Ezzy, 2005). This approach is similar to ɀ and 

represents a part of the methodological sequence of ɀ ÓÏÃÉÏÌÏÇÙȭÓ 'ÒÏÕÎÄÅÄ 

Theory (Charmaz, 2006), which rejects the use of predetermined hypotheses or 

theoretical frameworks in favour of deriving categories and theoretical 
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constructs by categorising empirical data. This approach is useful for studying 

phenomena for which existing theory or literature is limited (Hsieh and 

Shannon, 2005). Because a comprehensive understanding of a diversity of 

everyday craft practices has not been established in the literature, this is deemed 

a useful method. This approach allows for the development of a scheme of codes 

that covers both anticipated and unanticipated themes in the data, which is 

desirable for understanding a broad spectrum of aspects related to existing craft 

practice; envisioning a new, hybrid practice; and opening up the design space. 

After all, because hybrid craft is a new practice it will be challenging to anticipate 

beforehand which themes can inform this practice.  

 

Portraits of interview participants are used as input for the thematic analysis. 

While it can be argued that the portraits are an abstraction from the empirical 

data which may introduce researcher bias ɀ and, alternatively, verbatim 

transcripts may have been coded in the analysis ɀ, Hollway and Jefferson (2000) 

describe a similar approach to the analysis of their narrative data. Although the 

authors do not employ a formal thematic analysis, they use their created 

ÐÏÒÔÒÁÉÔÓ ÁÓ ÉÎÐÕÔ ÆÏÒ ȬÆÉÎÄÉÎÇ ÌÉÎËÓȭ ÉÎ ÔÈÅÉÒ ÄÁÔÁȠ ÉÄÅntifying relevant insights in 

the data that relate to other sections in the data from the same or other 

interviews, and which may help to explain or understanding these findings. The 

authors further argue for the use of portraits because they include researcher 

insights and observations that may not be apparent from interview transcripts; 

ÔÈÕÓȟ ÔÈÅ ÐÏÒÔÒÁÉÔÓ ÃÁÎ ÆÏÒÍ Á ȬÓÕÂÓÔÉÔÕÔÅ Ȱ×ÈÏÌÅȱȭ (Hollway and Jefferson, 2000, 

p.70) for the verbatim interview transcripts in further data analysis. Moreover, 

while researcher bias is inevitably introduced in any data analysis ɀ e.g. in 

clustering and classifying data ɀ the reflexivity embedded in the research 

portrait allows for the acknowledgement of this bias, and provides handles to 

make it explicit ɀ e.g. by distinguishing between participant quotes and 

researcher interpretations in the portraits ɀ thus making data analysis more 

transparent. Finally, portrait creation consists of selecting data for inclusion, 

omitting irrelevant info rmation early in the process, where this usually would 

have been done at the coding stage. This limits the time needed for coding, 

because it can be assumed that all the information that is included in the 
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portraits is relevant to the analysis. It is important to note that in this research 

ÔÈÅ ȬÉÒÒÅÌÅÖÁÎÔ ÉÎÆÏÒÍÁÔÉÏÎȭ ÔÈÁÔ ÉÓ ÏÍÉÔÔÅÄ ÉÎ ÔÈÅ ÐÏÒÔÒÁÉÔÓ ÉÓ ËÅÐÔ ÔÏ Á ÍÉÎÉÍÕÍȟ 

and is limited to tangents and off-topic remarks, extensive examples, or 

repetitions that are not directly on-topic. Any disparate topics or stories are 

included in the portraits to allow for a diversity of themes to arise from the data. 

It is further attempted to retain the authenticity of the interview data by 

including large sections of verbatim transcripts, and by giving interview 

parti cipants the chance to read and comment on their own portraits to be sure to 

ÑÕÅÓÔÉÏÎ ×ÈÅÔÈÅÒ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎÓ ÁÒÅ ÁÃÃÕÒÁÔÅȢ &ÉÎÄÉÎÇÓ ÆÒÏÍ 

the thematic data analysis will be addressed in Chapters 4 and 7. 

 

I DEA GENER ATIO N THR O U GH PO R TR AITUR E 

Idea generation, ideation, or brainstorming (Osborn, 1953) is a key phase in any 

interaction design project as it serves to generate ideas that may be developed 

into design concepts. Idea generation methods can be seen as a form of 

ÄÅÓÉÇÎÅÒÓȭ ÔÁÃÉÔ ËÎÏ×ÌÅÄÇÅȟ ÁÓ ÄÅÓÉÇÎÅÒÓ ÔÅÎÄ ÔÏ ÉÎÖÅÎÔ ÁÄ ÈÏÃ ÁÐÐÒÏÁÃÈÅÓ ÁÎÄ 

ÐÅÒÓÏÎÁÌ ÁÄÁÐÔÁÔÉÏÎÓ ÏÆ ÍÅÔÈÏÄÓȟ ÁÎÄ ÄÒÁ× ÉÎÓÐÉÒÁÔÉÏÎ ÆÒÏÍ ȬÕÎÏÒÔÈÏÄÏØ 

ÓÏÕÒÃÅÓȭ (Gaver and Bowers, 2012, p.42). In this tradition, a new method for idea 

generation is developed as part of the research (Golsteijn and Wright, 2013), 

×ÈÉÃÈ ÉÓ ÈÅÒÅ ÒÅÆÅÒÒÅÄ ÔÏ ÁÓ ȬÉÄÅÁ ÇÅÎÅÒÁÔÉÏÎ ÔÈÒÏÕÇÈ ÐÏÒÔÒÁÉÔÕÒÅȭȡ ÒÅÓÅÁÒÃÈ 

portraits resulting from the physical craft interviews are used as direct input in 

idea generation activities23. Portraits can provide a useful focus to ideation 

compared to using disparate empirical themes (Chen et al., 2011) because 

interview findings are broad and there is no predefined direction in which 

design ideas should be sought. In short, the method consists of a number of 

separate brainstorm sessions, each focused on one specific crafter, in which 

ÄÅÓÉÇÎ ÉÄÅÁÓ ÁÒÅ ÇÅÎÅÒÁÔÅÄ ÂÙ ÉÔÅÒÁÔÉÖÅÌÙ ÒÅÁÄÉÎÇ ÔÈÅ ÃÒÁÆÔÅÒȭÓ ÐÏÒÔÒÁÉÔ ÁÎÄ 

thinking about what may be designed for that person if their craft included 

digital materials, tools, and techniques alongside the physical ones.  

 

                                                        
23 As mentioned, digital craft interviews were done later in the research process after a need for 
them had been identified throughout ideation and concept development; digital crafter portraits 
were therefore not included in the idea generation through portraiture. 
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Although ideation based on character descriptions is not new in design research 

ɀ it is for example used in personas (Cooper, 1999); pastiche scenarios; (Blythe, 

2004), extreme characters (Djajadiningrat et al., 2000), design alter egos 

(Triantafyllakos et al., 2009); scenario-based design and character-driven 

scenarios (Nielsen, 2002) ɀ the key difference with the idea generation through 

portraiture method is that in these methods the character descriptions are 

fictional. Where the use of portraiture brings the descriptions around actual, real, 

interviewees into the ideation, personas and related methods create composite, 

fictitious, descriptions of multiple users (e.g. Blomquist and Arvola, 2002, Chang 

et al., 2008). Such an approach potentially leads to superficial, and even 

erroneous, assumptions (Triantafyllakos et al., 2009), and may cause interesting 

insights to be lost before ideation has even begun. Moreover, it eschews the 

important reflexive question of the role of the researcher in producing the data 

generated (Lawrence-Lightfoot and Davis, 1997), which risks the dominance of 

ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ ÔÈÅ ÄÁÔÁȟ ÁÎÄ ÔÈÅ ÌÏÓÓ ÏÆ ×ÈÁÔ ×ÁÓ ÏÒÉÇÉÎÁÌÌÙ 

important to the person being consulted; using portraits aims to limit this risk. 

Finally, using portraits directly in the ideation process ensures that attention 

remains focused on the diversity of the people in the target group throughout the 

process. Where personas are usually created between data collection and 

ideation phases ɀ thus generalising and summarising data before ideation has 

begun ɀ idea generation through portraiture only compares and combines 

interesting ideas for multiple participants after idea generation. A possible 

downside of using this approach is that it can result in bespoke design and that it 

can be time consuming. However, as seen in Chapter 5, the resulting set of design 

concepts is not only true to the interviewed crafters, but also forms a varied set 

that addresses mult iple angles on craft (Golsteijn and Wright, 2013). Through a 

process of idea generation, selection and development, ideas can be generalised, 

categorised, summarised, and extended to larger target groups, making sure 

ideas are relevant beyond idiosyncratic individuals whilst retaining their unique 

relevance to an individual (Golsteijn and Wright, 2013, Blythe, 2004, 

Djajadiningrat et al., 2000). 
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ANNO TATED POR TFO L IOS 

Annotated portfolios (Bowers, 2012, Gaver and Bowers, 2012) have been 

proposed as ways to communicate design theory, or intermediate level design 

knowledge (Löwgren, 2013), in order to map design spaces and inspire future 

work, while still being suitable for design practice; i.e. they provide a more 

general form of knowledge while not stifling the design process by posing too 

strict guidelines or frameworks. In short, annotated portfolios consist of 

ȬÆÁÍÉÌÉÅÓȭ ÏÆ ÄÅÓÉÇÎ ÃÏÎÃÅÐÔÓȟ ÏÆÔÅÎ ÒÅÐÒÅÓÅÎÔÅÄ ÉÎ ÄÅÓÉÇÎ ÉÌÌÕÓÔÒÁÔÉÏÎÓ ×ÉÔÈ 

annotations but they can take any shape or form, for example illustrations with 

short textual annotations (Gaver and Bowers, 2012) or textual accounts (Bowers, 

2012). Annotations typically form a partial view on the collection of designs, in 

focusing on certain aspects of the designs, such as connections to the research 

topic or promising directions for future design work. The annotations and the 

designs are mutually informing, and neither would be as informative without the 

other; the designs are characterised and abstracted (Löwgren, 2013) by the 

annotations, and the annotations are illustrated by the designs.  

 

The reasoning behind annotated portfolios lies at its core within the discussion 

around the role of theory in design research, and how design may contribute 

new theory. While design practice has been pressured to make theoretical 

ÃÏÎÔÒÉÂÕÔÉÏÎÓȟ ÔÈÅÏÒÙ ÏÆÔÅÎ ȬÕÎÄÅÒÄÅÔÅÒÍÉÎÅÓȭ ÄÅÓÉÇÎ ÃÈÏÉÃÅÓ ÁÎÄ ÒÁÔÉÏÎÁÌÅȟ ÁÎÄ 

vice versa (Gaver and Bowers, 2012); any number of designs can be developed 

for any given theory, and any number of theories can be derived from a 

particular design. Theory, in the traditional scientific sense of the word, 

ȬÐÒÏÍÉÓÅÓ ÇÅÎÅÒÁÌÉÔÙ ÁÎÄ ÇÕÉÄÁÎÃÅ ÂÕÔ ÓÅÅÍÓ ÉÎÁÄÅÑÕÁÔÅ ÔÏ ÃÁÐÔÕÒÅ ÔÈÅ ÓÉÔÕÁÔÅÄ 

and multidimensional, and configurational nature of design, and moreover 

threatens to occlude the potency of unique, embodied artefacts in a cloud of 

×ÏÒÄÓ ÁÎÄ ÄÉÁÇÒÁÍÓȭ (Gaver and Bowers, 2012, p.42). Therefore in developing 

theoretical notions, designers instead often focus on deriving insights, or 

theories, from their designs that support future design work in a certain research 

area; and these insights are implicitly present in concrete designs (Gaver and 

Bowers, 2012). Designers have a privileged position in the perception of designs 
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as they are knowledgeable of this implicit information, and it is necessary to 

annotate designs in order to highlight features of the designs, as well as 

connections to the research at hand. Annotated portfolios give form to this 

practice in explicitly highlighting these implicit insights ɀ using a collection of 

concrete, contextual ideas from the same designer or studio ɀ and, as such, they 

respect both the multidimensionality of design and the need for generalizability. 

!Ó ÓÕÃÈȟ ÁÎÎÏÔÁÔÅÄ ÐÏÒÔÆÏÌÉÏÓ ÅÓÔÁÂÌÉÓÈ ÁÎ ȬÁÒÅÁȭ ÉÎ Á ÄÅÓÉÇÎ ÓÐÁÃÅȟ ÁÎÄ ÂÙ 

highlighting the relevant dimensions of that area, they can serve some of the 

same functions as design theory (Gaver and Bowers, 2012, p.44). Löwgren 

(2013) strongly advocates this form of design theory and the use of annotated 

portfolios. The author argues that the annotations can form abstractions from 

ÐÁÒÔÉÃÕÌÁÒ ÄÅÓÉÇÎÓ ÔÈÁÔ ÒÅÓÉÄÅ ÉÎ ÔÈÅ ȬÉÎ-ÂÅÔ×ÅÅÎ ÓÐÁÃÅȭ ÂÅÔ×ÅÅÎ ÇÅÎÅÒÁÌ ÔÈÅÏÒÙ 

ÁÎÄ ÐÁÒÔÉÃÕÌÁÒ ÁÒÔÅÆÁÃÔÓȠ ÁÓ ÓÕÃÈȟ ÔÈÅÙ ÁÒÅ ÁÎ ÅØÁÍÐÌÅ ÏÆ ȬÉÎÔÅÒÍÅÄÉÁÔÅ-level 

ËÎÏ×ÌÅÄÇÅȭ ÔÈÁÔ ÃÁÎ ÂÅ ÄÅÒÉÖÅÄ ÆÒÏÍ ÄÅÓÉÇÎ ɉÐȢσςɊȢ 4ÈÕÓ ÉÎ ÓÈÏÒÔȟ ÁÓ ÁÂÓÔÒÁÃÔÉÏÎÓ 

from concrete design examples, annotated portfolios aim to inspire novel work 

and map emerging design spaces; and annotations allow designs, and relations 

between them, to be discussed (Gaver and Bowers, 2012).  

 

In this thesis, annotated portfolios are deemed a suitable method to structure, 

reflect on, and communicate the empirical design work, due to its overarching 

goal of abstracting knowledge around hybrid craft from design practice. Chapters 

5 and 9 present annotated portfolios around hybrid craft design ideas, in which 

annotations are used to highlight similarities of ideas and emergent themes for 

further research and design work. These annotations further inform design 

guidelines and a vision on hybrid craft. 

 

I NTER AC TIO N DESIGN PRO TO TY PING 

!ÆÔÅÒ ÃÒÅÁÔÉÎÇ Á ÐÏÒÔÆÏÌÉÏ ÏÆ ÄÅÓÉÇÎ ÉÄÅÁÓȟ ÏÎÅ ÉÄÅÁȟ ÔÈÅ Ȭ-ÁÔÅÒÉÁÌÉÓÅȭ ÂÕÉÌÄÉÎÇ ÓÅÔȟ 

is prototyped. Interaction design prototyping is used to create a working 

demonstrator that incorporates at least enough functionality to allow people to 

interact with the design, experience the intended use, and envision further 

functionality. While design ideas can also be communicated to users by using, for 
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example, sketches or scenarios, the creation of concrete artefacts in design 

research allows for design solutions to be evaluated, and for design activities to 

lead to discussions and new insights and ideas (Hoven et al., 2007, Stolterman, 

2008). Furthermore, a prototype can serve to illustrate the research contribution 

and the knowledge obtained (Zimmerman et al., 2007, Zimmerman et al., 2010). 

In this research, it is deemed of particular importance to create a design 

prototype because hybrid craft is a new practice that is currently mostly 

unknown and unpractised. As such, it is likely to be difficult for users to envision 

how they may use a new system to craft in novel ways without actually being 

able to try it. Providing users with an interactive prototype can help them in this 

respect, and offer insight into potential use and the development of the design. 

4ÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÔÈÅ Ȭ-ÁÔÅÒÉÁÌÉÓÅȭ ÐÒÏÔÏÔÙÐÅ ×ÉÌÌ ÂÅ ÁÄÄÒÅÓÓÅÄ ÉÎ #ÈÁÐÔÅÒ υȢ 

 

CR EATIVE W O R K SHOPS 

The Materialise prototype is used in a set of creative workshops to explore 

hybrid craft practice, evaluate the design concept, and explore what participants 

create using the system. By including hands-on interaction with a prototype and 

ideation activities, the creative workshop method is used as an alternative 

approach to traditional focus groups or group discussions. Creative workshops 

are considered an appropriate method for a number of reasons. First, because 

Materialise presents a conceptual idea, it is deemed most important to gather 

general insights around the design, as well as the overarching vision on hybrid 

craft it embodies, which can be done using prototype interaction in a controlled 

setting. Second, because Materialise is a conceptual design, and because of 

technical limitations, ÔÈÅ ÐÒÏÔÏÔÙÐÅ ÐÏÓÓÉÂÌÙ ÒÅÑÕÉÒÅÄ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ ÁÉÄ ×ÉÔÈ 

technical issues during use. Third, bringing participants together in small groups 

is believed to be beneficial to gain views on hybrid craft from a greater number 

of participants ɀ while they still all have the chance to interact with the one-off 

prototype ɀ and to introduce interactivity between participants that helps their 

involvement and participation in the sessions (e.g. Denzin and Lincoln, 2000). 

Finally, workshops or group discussions are common methods in HCI and seem 

to be a particularly favoured method to evaluate novel craft construction toolkits 
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(e.g. Bdeir and Rothman, 2012, Buechley et al., 2006, Gaye and Wright, 2012, 

Mellis et al., 2013b, Sundström et al., 2011, Villar et al., 2011). Workshops in 

these papers have typically included an explanation and demonstration of the 

toolkit, followed by hands-on trying it, design activities and group discussions, 

and have aided the designers in developing their concepts and envisioning 

potential use. In this thesis, four two-hour creative workshops with three to four 

participants each were organised that functioned as design concept and hybrid 

craft practice evaluation and development (see Chapter 6). 

THESIS CONTRIBUTIONS 

Having discussed the interaction design research methodology for this thesis, 

and the methods employed within, now enables addressing the methodological, 

empirical and design, and theoretical contributions. 

 

METHO DO LO GIC AL  CO NTR IB U TIO NS 

First, this thesis introduces the narrative research and portraiture methods to 

the HCI and interaction design research fields (Golsteijn and Wright, 2013). 

Although these fields have engaged to some extent with the underlying 

principles of narrative research and portraiture (as addressed in the previous 

section), this thesis argues and shows that employing these methods from social 

sciences in design research can help researchers to holistically engage with their 

interview participants and retain attention to diversity and detail throughout 

data collection and analysis. This is an important endeavour for design 

researchers who seek to generate qualitative user-centred data to aid both the 

design process and the understanding of users. This thesis and the 

accompanying publication about this topic (Golsteijn and Wright, 2013) 

introduce these methods to those who do not have an extensive social science 

background, and can help researchers to employ them in their own research.  

 

Second, this thesis contributes ÔÈÅ ȬÉÄÅÁ ÇÅÎÅÒÁÔÉÏÎ ÔÈÒÏÕÇÈ ÐÏÒÔÒÁÉÔÕÒÅȭ ÍÅÔÈÏÄ 

that was developed within this research (Golsteijn and Wright, 2013). This 

research shows that this method can help to generate diverse ideas that are 
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more likely to be relevant to users, as the portraits help to both open the design 

space, and focus the ideation. This method can be beneficial for anyone in design 

research who aims to generate user-centred ideas within a topic area that is 

broad (such as craft), and when there is no preferred direction where design 

solutions may be found. 

 

Third, this thesis reflexively uses design research to study craft. It is hereby the 

fir st research example that creates new designs for craft merely in order to 

understand a specific craft practice, or newly developed craft form. Design 

research for craft, it seems, has thus far mostly been instrumental to other goals, 

e.g. making craft accessible for everyday users (e.g. Perner-Wilson et al., 2011, 

Saul et al., 2010), making more meaningful or personalised objects (e.g. Freed et 

al., 2011, Rosner, 2010), promoting craft activities (e.g. Pschetz et al., 2013), or 

supporting education (e.g. DuMont, 2012). In these studies, new craft forms and 

notions of craft arose but were not comprehensively described or reflected on. 

Conversely, this thesis employs a design research methodology with the ultimate 

goal to understand craft practice better, and understand how a hybrid craft 

practice may be facilitated through design. Because this has not been done 

before, there are also no existing reflections in the literature on the use of a 

design research methodology to study craft, or discussions around the roles of 

craft and design arising from a ÄÅÓÉÇÎ ÐÒÁÃÔÉÔÉÏÎÅÒȭÓ ÖÉÅ×Ȣ This thesis includes a 

reflection on the use of the RfD and RtD strategies and highlights the 

indispensable insights this has uncovered about the methodology, the research 

topic, and the relations between craft and design. Making such reflections 

transparent to the design research community can help other design researchers 

to select which strategy to use in future studies, and can aid design researchers 

who want to study craft, as it will give them more insight into their own design 

practices, how these practices influence findings, and how they may be exploited. 

 

EM PIR ICAL  AND DESIGN CO NTR IB U T IO NS 

This thesis, first, presents empirical findings of a broad multidisciplinary study 

into everyday craft practice that covers both physical practices and emerging 
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digital practices, which includes a comparison of these practices. As Chapter 2 

has shown, such a comprehensive study of diverse forms of everyday physical 

and digital craft practice ɀ which are analysed for common characteristics and 

differences based on a similar research method and analysis framework ɀ is 

missing from existing literature. This research thus offers a valuable contribution 

to interaction design because it can inspire new research and design in craft that 

looks across different disciplines and across materiality realms. It further 

contributes new empirical knowledge to craft communities where accounts of 

craft practice have been inspirational and informative (e.g. Crawford, 2010, 

Frauenfelder, 2010). 

 

Second, this thesis makes a design contribution in its presentation of numerous 

design ideas into hybrid craft; and the prototyped design of the Materialise craft 

set. Apart from providing the basis for theoretical contributions (addressed in 

the next section), these design ideas can be inspirational for further design for 

(hybrid) craft, toolkits for craft, and tangible interaction. 

 

Third, in its evaluation of the Materialise craft set in a series of creative 

workshops, this thesis offers empirical data into the use of such a hybrid craft 

set, what applications it may serve, how hybrid craft practice may be supported 

using a toolkit, what content people would like to use and create, and how the 

design may be adjusted to better support hybrid craft (Golsteijn et al., 2014). 

This data forms a valuable contribution for design researchers who aim to design 

for hybrid craft or design a craft toolkit. 

 

T HEO R ETIC AL  CO NTR IB U T IONS 

It is often argued in design research that much theory and knowledge lies in the 

designed artefacts themselves (Cross, 2001, Frayling, 1993, Zimmerman et al., 

2007), especially if statements about design are applied to multiple examples 

(Gaver, 2012). Gaver (2012) argues that there are different forms of theory that 

can be produced by design research, for example conceptual work that implicitly 

communicates the choices of the designers, or frameworks or guidelines for 
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design. This design work in this thesis offers such forms of theory that are 

strongly linked to design ideas, as well as the knowledge contributions of 

overarching characteristics of physical and digital craft, and hybrid craft as a 

Ȭstrong conceptȭ (Höök and Löwgren, 2012). 

 

The first theoretical contribution is the presentation of annotated portfolios 

around hybrid craft. In annotating the similarities, differences, and promising 

future directions of a set of design ideas ɀ which all embody important design 

decisions ɀ an annotated portfolio provides theoretical notions that provide 

guidance to future designs within that design space without being too general to 

be useful for design practice (Gaver and Bowers, 2012). The annotated portfolios 

ÔÈÕÓ ÐÒÏÖÉÄÅ ȬÉÎÔÅÒÍÅÄÉÁÔÅ-ÌÅÖÅÌ ËÎÏ×ÌÅÄÇÅȭ ɀ knowledge that resides between 

specific design concepts and general design theories (Löwgren, 2013) ɀ into 

hybridity, craft, tangible interaction, and hybrid craft that is useful for designers 

who work in these areas. 

 

Second, this thesis formulates design guidelines for hybrid craft that are closely 

coupled to concrete design ideas; they thus both inform design, and are informed 

by design. Design guidelines are a powerful form of design theory (Gaver, 2012) 

and they can help design researchers to build on the work of others, and develop 

more effective systems or research tools. As addressed in Chapter 2, hybrid craft 

is a new concept that was developed within this thesis and, as such, there are no 

existing design examples beyond those in this thesis. The design guidelines thus 

offer an important contribution in the communication of the design findings and 

in offering guidance to future design for hybrid craft and toolkits. 

 

Third, the empirical study into physical and digital craft offers overarching 

characteristics of physical and digital craft that are linked to relevant theoretical 

notions in literature, which contributes to theoretical understanding of existing 

craft practice. This is important for designers and researchers who study craft, as 

well as for craft communities, who provide empirical accounts of craft practice 

and views on the value of craft in everyday society. 
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&ÏÕÒÔÈȟ ÔÈÉÓ ÔÈÅÓÉÓ ÅÓÔÁÂÌÉÓÈÅÓ ÈÙÂÒÉÄ ÃÒÁÆÔ ÐÒÁÃÔÉÃÅ ÁÓ Á ȬÓÔÒÏÎÇ ÃÏÎÃÅÐÔȭ (Höök 

and Löwgren, 2012). Strong concepts are abstractions from concrete design 

ideas that are grounded in related design knowledge, and are contestable 

(inventive and novel); defensible (empirically, analytically, and theoretically 

grounded); and substantive (relevant to the community, and expected to be 

generative for the design of new instances). An example of a strong concept 

posed by Höök and Löwgren is social navigation (making decisions based on the 

decisions of others). Chapter 10 carefully evaluates the criteria for strong 

concepts and concludes that hybrid craft can be established as a strong concept 

through its empirical, theoretical, and design grounding, and its documentation 

in a vision on potential practice and design guidelines. For the craft community, 

the integration of physical and digital materials may inspire new applications 

and hybrid practices. For the design research community, hybrid craft integrates 

the popular research area of tangible interaction and hybridity  (e.g. Fitzmaurice 

et al., 1995, Ullmer and Ishii, 2000) and the emerging research area of craft (e.g. 

Bardzell et al., 2012, Bean and Rosner, 2012, Buechley et al., 2009, Rosner, 2010) 

and opens up an unexplored design space of craft research as a direction within 

materiality and hybridity research. It further offers new possibilities for the 

design of new craft toolkits and other designs that facilitate a hybrid craft 

practice. Finally, it offers new possibilities for personal digital media use in the 

crafting of physical-digital creations, which can offer an enjoyable and cherished 

craft process and craft result. As such, hybrid craft also contributes to research 

into personal digital media technology, and research into cherishing physical and 

digital artefacts and craft as a reason for cherishing (e.g. Jung et al., 2011, Odom 

et al., 2009, Odom et al., 2011, Golsteijn et al., 2012, Petrelli et al., 2009, Stevens 

et al., 2003), in confirming that craft is cherished, and showing why this is the 

case. Hybrid craft thus forms an inspirational new craft practice that can inform 

new designs and research for the design research community, as well as new 

applications and practices for the craft community. In sum, this chapter has 

ÉÎÔÒÏÄÕÃÅÄ ÔÈÉÓ ÔÈÅÓÉÓȭ ÉÎÔÅÒÁÃÔÉÏÎ ÄÅÓÉÇÎ ÒÅÓÅÁÒÃÈ ÍÅÔÈÏÄÏÌÏÇÙ ÁÎÄ ÔÈÅ ÍÅÔÈÏÄÓ 

employed within. It has finally outlined the contributions this research offers. 

The next chapters address empirical and design work, starting with the 

interview study into physical craft in Chapter 4.   



73 
 

 

CHAPTER 4: UNDERSTANDING PHYSICAL CRAFT 

 

 

 

 

 

 

After identifying a lack of comprehensive studies of diverse physical and digital 

everyday craft practices in the literature , it was deemed important to carry out a 

multidisciplinary empirical study across these realms, in order to gain insight 

into processes, tools, materials, and techniques24. Suiting the aim of this thesis, 

the focus hereby lay ÏÎ ȬÅÖÅÒÙÄÁÙ ÃÒÁÆÔÅÒÓȭȟ ÏÒ ÐÅÏÐÌÅ ×ÈÏ ÅÎÇÁÇÅ ÉÎ everyday 

creative making practices, arising from a personal desire to do so. While some 

earlier studies have looked across specific physical crafts and tried to uncover 

common characteristics of craft (e.g. Bardzell et al., 2012, Buechley and Perner-

Wilson, 2012, Yair and Schwarz, 2011), everyday craft has not extensively been 

studied across multiple craft disciplines, which is what this chapter addresses. 

This chapter is the first part of the two-fold interview study, which looks solely 

at physical craft. Interviews were conducted with eight participants who craft 

with physical materials. As defined in Chapter 1, a physical craft process is a 

process in which only physical materials (to make something from), techniques 

(to make something through), and tools (to make something with)  are used; such 

as painting, working with wood, claying, making jewellery. The main method for 

data gathering was narrative interviewing, which focuses on the discovery of 

personal perspectives around a practice, through active engagement in the 

creation of personal narratives with the participants (Bruner, 1987, Hollway and 

Jefferson, 2000). This approach served to uncover habits and activities around 

craft, and underlying backgrounds and motivations. Employed data analysis 

methods were portraiture and thematic analysis. 

                                                        
24 This chapter draws on work previously published in Golsteijn and Wright (2013). 
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The data gathered from the narrative interviews consisted of visual material 

(photos taken at the interview site), interviewer notes (for example on the site, 

the participant, and non-verbal elements of the interview), and the interview 

transcript . These materials combined were used to create a research portrait 

about each participant, using portraiture (Lawrence-Lightfoot and Davis, 1997). 

These portraits served the research in two ways. First, portraits were directly 

used in ideation activities, using the idea generation through portraiture method 

(Golsteijn and Wright, 2013) to generate design ideas for hybrid craft (See 

Chapter 5). Second, portraits from all eight interviews were used in a thematic 

analysis (Liamputtong and Ezzy, 2005), which allowed for the discovery of 

analytic themes that were of interest to understanding physical craft practice 

(addressed in this chapter), and later allowed for a comparison of physical and 

digital craft (Chapter 8). Figure 4.1 shows how the different methods introduced 

in Chapter 3 were used in this study, and what the outcomes were in each stage. 

Note that this figure shows the workflow around one single interview in the 

physical craft study; this process was repeated for each interview. 

 

 

Fig. 4.1 This illustration shows the process from interview to thematic analysis and design 

concepts, with the creation of the research portrait  as a key step. Light grey blocks with 

dashed outlines represent research activities,  and darker grey blocks represent outcomes 

in each stage. This chapter addresses narrative interviewing (of which visual material, 

interview transcript, and interviewer notes were the outcomes); portraiture (with a 

research portrait as the outcome); and th ematic analysis (resulting in research themes).  

 

This chapter now introduces the participants and recruitment strategy, before 

addressing how narrative interviews, portraiture, and thematic analysis were 

conducted. Subsequently, findings from the thematic analysis are addressed, and 

this chapter concludes with a short discussion of methods and findings. 
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INTERVIEW PARTICIPANTS 

This interview study aimed to uncover characteristics of physical craft practice, 

and see which characteristics extend beyond practices with specific materials or 

within specific disciplines, to form a broader understanding of physical craft 

practice. In order to achieve this, interview participants engaged in different 

disciplines to try to uncover a multidisciplinary view on craft, rather than a 

comprehensive understanding of a specific craft discipline. Furthermore, within 

ÔÈÅ ÇÏÁÌ ÏÆ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ȬÅÖÅÒÙÄÁÙ ÃÒÁÆÔȭ ÁÎÄ ×ÉÔÈÉÎ ÔÈÅ ÂÒÏÁÄ ÄÅÆÉÎÉÔÉÏÎ ÏÆ ÃÒÁÆÔ 

employed for this thesis, ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÐÒÁÃÔÉÃÅÓ ÉÎÃÌÕÄÅd forms of making that 

may traditionally be classified in design, art, or craft, since, especially for 

everyday craft, boundaries between these domains are fading (e.g. Shiner, 2012). 

All participants are referred to as ȬÃÒÁÆÔ ÐÒÁÃÔÉÔÉÏÎÅÒÓȭ ÏÒ ÓÉÍÐÌÙ ȬÃÒÁÆÔÅÒÓȭȢ 

Participants were recruited via personal communication, e-mail and telephone, 

and were mainly recruited from within the personal and professional networks 

of the researcher. In many cases, participants were recruited of whom the 

researcher was aware they crafted; in other cases, participants, friends, or 

colleagues would suggest crafters that may be interested in participating. In 

total, eight crafters were interviewed who worked with physical materials. This 

sample included both professionals and recreational crafters to get a wide range 

of views on craft practice. As mentioned in Chapter 1, there was no requirement 

of a certain skill level for everyday crafters, so interviewees had various levels of 

experience (years of experience ranged from 4 to 23 years) and the sample 

included both novices and experts. A requirement for the recruitment of 

professionals was that their interest in their craft extended beyond earning a 

living, meaning that the interviewed professionals were all so interested in their 

craft that they would engage in similar practices beyond their jobs; they thus 

qualified as everyday crafters as well as professionals. This criterion was used to 

safeguard the development of a view on everyday craft, in which people crafted 

because they wanted to. The division between professionals and recreational 

crafters was not clear-cut: some participants considered themselves at least 

semi-professional but their craft was not their main source of income. To 

simplify matters around self-classification, the following definitions were used: 
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ÆÏÒ Á ȬÐÒÏÆÅÓÓÉÏÎÁÌȭ ÔÈÅ ÃÒÁÆÔ ÈÅ ÏÒ ÓÈÅ ×ÁÓ ÉÎÔÅÒÖÉÅ×ÅÄ ÁÂÏÕÔ ×ÁÓ ÔÈÅÉÒ ÍÁÉÎ 

source of income, or their job (although income was not their motivation for 

ÃÒÁÆÔÉÎÇɊȠ ÆÏÒ Á ȬÓÅÍÉ-ÐÒÏÆÅÓÓÉÏÎÁÌȭ ÃÒÁÆÔ ×ÁÓ ÎÏÔ ÔÈÅÉÒ ÍÁÉÎ ÓÏÕÒÃÅ ÏÆ ÉÎÃÏÍÅ ÏÒ 

job, but they did make a small amount of money from it in one way or another; 

ÁÎÄ ÆÉÎÁÌÌÙȟ ÁÎ ȬÁÍÁÔÅÕÒȭ ÄÉÄ ÎÏÔ ÍÁËÅ ÁÎÙ ÍÏÎÅÙ ÆÒÏÍ ÔÈÅÉÒ ÃÒÁÆÔȢ 0ÒÏÆÅÓÓÉÏÎÁÌÓ 

and semi-professionals were expected (and observed) to have similar views on 

the professional side of their craft (e.g. making money), which is why both 

physical and digital interview groups contained equal numbers of professionals 

and semi-professionals versus amateurs.  

 

Interviewed physical crafters were a hairdresser, wood and metal hobbyist, glass 

artist, mixed media artist, silk painter, jewellery designer, guitar builder, and 

paint artist. Participants included three males and five females; ages ranged from 

38 to 68 (average age: 53). Participants were Dutch, English and North-

American, and interviews took place in the Netherlands (the hairdresser, guitar 

builder, jewellery designer, paint artist, and wood and metal hobbyist) and in the 

UK (the silk painter, mixed media artist, and glass artist). Interviews with the 

Dutch participants were done in Dutch; the other interviews were done in 

English. All interviews were done by the author of this thesis, a native Dutch 

speaker who is also fluent in English.  An overview of the participants can be 

seen in Table 4.1. 

 

 

Table 4.1 Overview of pseudonyms, crafts, professional statuses, ages, and nationalities of 

the interview participants.  
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NARRATIVE INTERVIEW METHOD 

As addressed in Chapter 3, a narrative interview approach focuses on uncovering 

and analysing participantsȭ stories around a certain topic. This section discusses 

the interview schedule that was created to aid the narrative interviews, the style 

of interviewing, and the interview process and collected data. 

 

I NTER VIEW  SC HEDULE 

To guide the interviews, an interview schedule was designed to elicit stories 

(Hollway and Jefferson, 2000) from the participants; see Appendix A. To this end, 

the schedule was used loosely, and mostly to initiate conversation and trigger a 

new topic when a storyline was finished. Certain topics were aimed to be 

addressed in all interviews, while others were only elaborated on if they were 

brought up by the participant. All interviews were started by asking the 

ÐÁÒÔÉÃÉÐÁÎÔÓȡ Ȭ#ÁÎ ÙÏÕ ÔÅÌÌ ÍÅ ÓÏÍÅÔÈÉÎÇ ÁÂÏÕÔ ÔÈÅ ËÉÎÄ ÏÆ ÃÒÁÆÔÉÎÇ ÙÏÕ ÄÏȩȭ ÔÏ ÇÅÔ 

a feel for the general description ÏÆ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔȭÓ ÃÒÁÆÔȟ ÔÈÅÉÒ ÐÒÏÃÅÓÓÅÓ ɉÅȢÇȢ 

procedures, methods, techniques), and the results of their craft. All participants 

were further encouraged to talk about where and when they crafted, and 

whether they did this professionally or recreationally, which aimed to provide 

contextual information to the craft practice. Further detail into craft practice was 

gained by asking participants about the materials and tools they used; and in 

addition, participants were encouraged to talk about their craft history (e.g. 

when and why they started crafting, how they had learned their craft, what skills 

they needed) and why they crafted ɀ these last two cues providing contextual 

understanding of the motivations behind craft practices. 

 

The themes of questions, or cues, within the interview schedule can thus roughly 

be divided into Craft General; Starting and Learning; Materials; Tools; and 

-ÏÔÉÖÁÔÉÏÎȢ 4ÈÅÓÅ ÔÈÅÍÅÓ ÃÏÒÒÅÓÐÏÎÄ ×ÉÔÈ 3ÈÉÎÅÒȭÓ ÃÈÁÒÁÃÔeristics of craft 

(2012), which address both process and result of crafting, and resonate with 

themes addressed in other pivotal works (e.g. Adamson, 2007, McCullough, 

1996, Pye, 1968, Risatti, 2007, Sennett, 2008, Ingold, 2006). Shiner (2012) 
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identifies Hand, Material, and Skill as characteristics often addressed in craft 

literature, and he broadens up these categories to Body, Medium, and Mastery, 

before expanding them with a fourth characteristic: Function. This extension of 

craft characteristics has the advantage that it can cover a variety of craft 

practices, including studio craft and amateur craft, and it extends beyond the 

realm of traditional making of physical objects, which is particularly useful for 

the overall goal of this research. The themes of questions in the interview 

ÓÃÈÅÄÕÌÅ ÍÁÐ ÔÏ 3ÈÉÎÅÒȭÓ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓ as can be seen in Table 4.2. Apart from 

these themes that were addressed in all interviews, other themes were 

ÁÎÔÉÃÉÐÁÔÅÄȟ ÉÎÓÐÉÒÅÄ ÂÙ ÔÈÅ ÌÉÔÅÒÁÔÕÒÅȟ ÁÎÄ ÉÎÃÌÕÄÅÄ ÁÓ ȬÃÏÎÖÅÒÓÁÔÉÏÎ ÐÒÏÍÐÔÓȭ ÉÎ 

the interview schedule to be discussed and elaborated on if they were 

introduced by participants. These prompts included: perfectionism, challenges in 

the work, risks, identity as a crafter or artist, and social aspects. It is important to 

note that deviation from the schedule ɀ manifested in the discussion of 

unanticipated topics brought up by the participant ɀ was considered positive, 

since it may generate new, unanticipated ideas.  

 

 

4ÁÂÌÅ τȢς 4ÈÅ ÔÈÅÍÅÓ ÉÎ ÔÈÅ ÉÎÔÅÒÖÉÅ× ÓÃÈÅÄÕÌÅ ÁÌÌ ÇÁÖÅ ÃÏÎÔÅÎÔ ÔÏ ÏÎÅ ÏÒ ÍÏÒÅ ÏÆ 3ÈÉÎÅÒȭÓ 

craft characteristics ( short explanations of these characteristics are in italics) , with the 

ÅØÃÅÐÔÉÏÎ ÏÆ Ȭ-ÏÔÉÖÁÔÉÏÎȭȟ ×ÈÉÃÈ ×ÁÓ ÁÄÄÅÄ ÔÏ ÔÈÅ ÉÎÔÅÒÖÉÅ× ÓÃÈÅÄÕÌÅ ÔÏ ÇÁÉÎ Á 

comprehensive view on underlying backgrounds and beliefs around craft practices.  

 

 

NARR ATIVE  I NTER VIEW ING 

Next to creating an interview schedule appropriate for narrative interviewing, it 

was important to carefully consider the formulation of questions or prompts 

within the actual interview. Since the concept of narrative interviewing is 



79 
 

inherently bound up with that of storytell ing, it is crucial that the interview 

techniques are capable of eliciting storied data. Hollway and Jefferson 

ÒÅÃÏÍÍÅÎÄ ÔÈÁÔ ÒÅÓÅÁÒÃÈÅÒÓ ȬÎÁÒÒÁÔÉÖÉÓÅ ÔÏÐÉÃÓȭȠ ÔÈÁÔ ÉÓȟ ȬÔÕÒÎ ÑÕÅÓÔÉÏÎÓ ÁÂÏÕÔ 

given topics into story-ÔÅÌÌÉÎÇ ÉÎÖÉÔÁÔÉÏÎÓȭ (2000, p.35). For example, in a semi-

ÓÔÒÕÃÔÕÒÅÄ ÉÎÔÅÒÖÉÅ× ÔÈÅ ÑÕÅÓÔÉÏÎ Ȭ(Ï× ÄÉÄ ÙÏÕ ÌÅÁÒÎ ÙÏÕÒ ÃÒÁÆÔȩȭ ÍÁÙ ÂÅ ÁÓËÅÄȟ 

×ÈÉÌÅ ÉÎ Á ÎÁÒÒÁÔÉÖÅ ÉÎÔÅÒÖÉÅ× ȬÎÁÒÒÁÔÉÖÉÓÉÎÇȭ ÔÈÉÓ ÑÕÅÓÔÉÏÎ ×ÏÕÌÄ ÔÒÁÎÓÆÏÒÍ ÉÔ 

ÉÎÔÏȟ ÆÏÒ ÅØÁÍÐÌÅȡ Ȭ#ÏÕÌÄ ÙÏÕ ÅØÐÌÁÉÎ ÔÏ ÍÅ ÔÈÅ ÐÒÏÃÅÓses and people by which 

ÙÏÕ ÌÅÁÒÎÅÄ ÙÏÕÒ ÃÒÁÆÔȩȭ )Î ÔÈÉÓ ×ÁÙȟ ÔÈÅ ÌÉËÅÌÉÈÏÏÄ ÏÆ ÅÌÉÃÉÔÉÎÇ Á ÐÅÒÓÏÎÁÌÌÙ 

relevant and detailed story about processes, experiences, and interactions with 

ÏÔÈÅÒÓ ÉÓ ÉÎÃÒÅÁÓÅÄȢ /Æ ÃÏÕÒÓÅȟ ÔÈÅ ÄÉÆÆÅÒÅÎÃÅ ÂÅÔ×ÅÅÎ ȬÎÁÒÒÁÔÉÖÉÓÅÄȭ ÑÕÅstions 

and semi-structured questions is not black and white as good researcher practice 

in qualitative interviewing would dictate asking participants to elaborate if short 

answers are given. Nonetheless, in this study, paying particular attention to how 

questions were formulated aimed to elicit more storied data and personal 

accounts around craft practice. 

 

I NTER VIEW  PR OC ESS AND CO LLEC TED DA T A  

All interviews were done face-to-face, with the exception of the interview with 

Lucy, which was done over Skype. Where possible, in six cases, the interview 

ÔÏÏË ÐÌÁÃÅ ÉÎ ÔÏÔÁÌ ÏÒ ÉÎ ÐÁÒÔ ÉÎ ÔÈÅ ÃÒÁÆÔÅÒȭÓ ×ÏÒËÐÌÁÃÅ, and interviews were 

complemented with observations of this workplace. In the other two cases this 

was not possible for logistic reasons (Mary, the glass artist), or because the artist 

had no specific workplace (Lucy, the mixed-media artist). It was considered 

ÂÅÎÅÆÉÃÉÁÌ ÔÏ ÂÅ ÉÎ ÔÈÅ ÃÒÁÆÔÅÒȭÓ ×ÏÒËÐÌÁÃÅ ×ÈÅÒÅ ÐÏÓÓÉÂÌÅȠ in the same way as it is 

beneficial for contextual inquiry and ethnographic research more broadly, it 

aided the narrative interview for a number of reasons. Firstly, it illustrated some 

of the topics participants were talking about, and allowed the interviewer to 

better understand and document (both through taking notes and photographs) 

the context of the crafting practice. Secondly, it gave both interviewer and 

interviewee handles for new topics to address, and thirdly ɀ crucially ɀ it 

benefitted the narrative character of the interview as participants naturally 

(without prompting) started telli ng stories about materials, tools, and examples 
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in the workshop. Apart from being in the workshop while the interview was 

conducted, Jim (the hairdresser) was further interviewed while he was working, 

and others (Paul, the guitar builder; Carol, the jewellery designer; and Vicky, the 

silk painter) made active use of examples of their work, materials, and tools 

during the interviews.  

 

After the interviewer had introduced herself and the research, and the 

participant had read an information sheet and signed a consent form for data 

collection (both included in Appendix A), the interview was started by asking 

questions that would elicit storied responses, as addressed in the previous 

ÓÅÃÔÉÏÎȢ %ØÁÍÐÌÅÓ ÏÆ ÏÐÅÎÉÎÇ ÑÕÅÓÔÉÏÎÓ ÁÒÅ Ȭ#ÁÎ ÙÏÕ ÔÅÌÌ ÍÅ ÓÏÍÅÔÈÉÎÇ ÁÂÏÕÔ ÔÈe 

ËÉÎÄ ÏÆ ÃÒÁÆÔÉÎÇ ÙÏÕ ÄÏȩȭȟ ÁÎÄ Ȭ#ÁÎ ÙÏÕ ÔÅÌÌ ÍÅ ÈÏ× ÁÎÄ ×ÈÅÎ ÙÏÕ ÓÔÁÒÔÅÄ 

ɍÐÁÒÔÉÃÉÐÁÎÔȭÓ ÃÒÁÆÔɎȩȭ $ÕÒÉÎÇ ÔÈÅ ÉÎÔÅÒÖÉÅ×ȟ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔ ×ÁÓ ÅÎÃÏÕÒÁÇÅÄ ÔÏ 

draw on examples and stories of personal relevance to him or her, generating 

ideas previously unanticipated by the researcher. A new topic was only 

introduced by the interviewer when the participant had finished a story. 

Interviews lasted for approximately one hour and were audio recorded to allow 

the interviewer to more fully engage with the participant. The few written notes 

that were taken focused mainly on aspects the audio recording would not 

ÃÁÐÔÕÒÅȟ ÓÕÃÈ ÁÓ ÔÈÅ ÉÎÔÅÒÖÉÅ×ÅÒȭÓ ÏÂÓÅÒÖÁÔÉÏÎÓ ÁÎÄ ÉÍÐÒÅÓÓÉÏÎÓ ÄÕÒÉÎÇ ÔÈÅ 

ÉÎÔÅÒÖÉÅ×Óȟ ÅȢÇȢ ÏÎ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÕÓÅ ÏÆ ÅØÁÍÐÌÅÓȟ ÔÈÅ ÍÏÏÄ ÁÎÄ ÐÅÒÓÏÎÁÌÉÔÙ ÏÆ ÔÈÅ 

crafter, and the appearance of the workshop. In cases where the interview took 

ÐÌÁÃÅ ÉÎ ÔÈÅ ÃÒÁÆÔÅÒȭÓ ×ÏÒËÓÈÏÐȟ ÐÈÏÔÏÓ ×ÅÒÅ ÔÁËÅÎ ÏÆ ×ÏÒËȟ ÔÏÏÌÓȟ ÁÎÄ ÍÁÔÅÒÉÁÌÓȢ 

 

After interviews had been conducted, recordings were transcribed, and notes 

were taken on interesting comments and observations while listening to the 

audio recordings, reading notes, and looking at photos. For early interviews, only 

ÒÅÌÅÖÁÎÔ ÓÅÃÔÉÏÎÓ ÏÆ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÓÔÏÒÉÅÓ ÔÈÁÔ ÐÒÏÖÉÄÅÄ ÇÒÅÁÔ ÄÅÔÁÉÌ ×ÅÒÅ 

transcribed verbatim for time efficiency, e.ÇȢ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÅØÐÌÁÎÁÔÉÏÎÓ ÏÆ ×ÈÙ 

they like their craft or descriptions of pieces they made; later interviews were 

transcribed verbatim in full to more easily create the portraits afterwards. At this 

point, quotes from interviews done in Dutch were carefully translated into 

English, while making sure the participantsȭ intended meaning was preserved. 
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Before translated quotes were included in data analysis, these were in most 

cases checked by participants within the portraits created about them, which 

furt her safeguarded against translation errors.  

RESEARCH PORTRAITS 

Notes and transcripts, along with photographs and written interviewer notes 

were used to write research portraits about each participant, which were 

roughly half the length of the full interview transcripts. As mentioned, these 

portraits are written accounts that describe the context of the craft practice, 

participant, and the relevant stories that represent answers to interview 

questions, which include both researcher observations and interpretations and 

direct quotes from participants. This section addresses how the portraits were 

created and introduces the participants using excerpts from the portraits. 

 

CR EATING THE POR TR AITS 

Portraits all roughly followed the same structure; that is, first introducing the 

craft, the crafter, and the context of the interview, before looking at when and 

how they started, and the materials and tools they used, followed by any other 

interesting themes from the interview. This meant that the portrait did not need 

to follow the sequence in which interview questions were asked. As such, 

ÐÏÒÔÒÁÉÔÓ ÃÌÕÓÔÅÒÅÄ ÁÒÏÕÎÄ ÔÈÅ ËÅÙ ȬÎÁÒÒÁÔÉÖÅÓȭȟ ÏÒ ÓÔÏÒÙÌÉÎÅÓȾÐÌÏÔÓ ÔÈÁÔ 

underpinned what the participant said (Hackmann, 2002). The portraits, in 

which participants were given pseudonyms, were rich descriptions supported 

with lengthy quotes from the interviews where this was considered useful, e.g. 

because of the level of detail or the relevance to the research aims. They detailed 

the setting in which the interview took place, and in many cases addressed the 

ÒÅÓÅÁÒÃÈÅÒȭÓ ÆÅÅÌÉÎÇÓ ÁÂÏÕÔ ÔÈÅ ÓÅÔÔÉÎÇ ÁÎÄ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌ ÐÁÒÔÉÃÉÐÁÎÔȢ !Ó 

mentioned, portraits also included important contextual observations by the 

ÒÅÓÅÁÒÃÈÅÒȟ ÏÒ ȬÓÅÔÔÉÎÇ ÔÈÅ ÓÉÔÅȭ (Lawrence-Lightfoot and Davis, 1997), e.g.:  
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ȬAs I enter the salon to get my dreadlocks tidied up and redone, I am greeted by 

*ÉÍȭÓ ÔÅÎ ÙÅÁÒ ÏÌÄ ÄÁÕÇÈÔÅÒ ×ÈÏ ÌÁÔÅÒ ÃÏÍÅÓ ÂÁÃË ÔÏ ÈÁÖÅ Á ÌÏÏË ÁÓ *ÉÍ ÉÓ 

working. She wants dreadlocks too and Jim demonstrates to her the process of 

tidying up the dreadlocks to convince her to carefully think about this: Ȱ,ÏÏËȟ 

these two dreads have knotted together and I have to separate them. I want 

you to look at her face as I pull them ÁÐÁÒÔȡ ÉÔ ÒÅÁÌÌÙ ÈÕÒÔÓȢȱ But the child is 

adamant and keeps coming back from time to time to witness the progress and 

ask her father, and me, numerous questions. She and her younger brother are 

still on their Christmas break and come into the salon from time to time to ask 

their dad questions, cross through with bikes, show their new purchases, and 

ÇÅÎÅÒÁÌÌÙ ÐÒÙȢ 3ÕÃÈ ÉÓ ÔÈÅ ÁÔÍÏÓÐÈÅÒÅ ÉÎ *ÉÍȭÓ ÓÁÌÏÎȟ ÁÎÄ ) ÇÅÔ ÔÈÅ ÆÅÅÌÉÎÇ ÔÈÁÔ 

this amicability, that almost gives the idea of witnessing a day, or an hour, in the 

ÌÉÆÅ ÏÆ ÔÈÅ ÈÁÉÒÄÒÅÓÓÅÒȭÓ ÆÁÍÉÌÙȟ ÉÓ ÐÁÒÔ ÏÆ ÔÈÅ ÉÍÁÇÅ ÁÎÄ ÂÒÁÎÄ ÔÈÁÔ ÍÁËÅÓ 

ÃÕÓÔÏÍÅÒÓ ÃÏÍÅ ÂÁÃËȢȭ (Excerpt from the portrait about Jim, the hairdresser) 

 

An important tenet of both narrative research and portraiture is that of 

reflexivity, which focuses on the importance of the researcher reflecting on the 

research scenario and their interaction within this context (Hill, 2005, Elliot, 

2005)Ȣ )Î ÔÈÅ ÐÏÒÔÒÁÉÔÓ ×ÈÉÃÈ ÁÒÅ ȬÓÈÁÐÅÄ ÔÈÒÏÕÇÈ ÄÉÁÌÏÇÕÅ ÂÅÔ×ÅÅÎ ÔÈÅ 

ÐÏÒÔÒÁÉÔÉÓÔ ÁÎÄ ÔÈÅ ÓÕÂÊÅÃÔȭ (Hackmann, 2002, p.51), further reflection was 

needed on how the background of the researcher (e.g. gender, age, social class, 

educational/employment status) impacted the interview. Such reflections can be 

ÓÅÅÎȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÉÎ *ÉÍȭÓ ÐÏÒÔÒÁÉÔ (see excerpt above), where the researcher 

was at the same time the interviewer and the customer and thus the focus of 

*ÉÍȭÓ ÃÒÁÆÔȠ ÁÎÄ ÉÎ 0ÁÕÌȭÓ ÐÏÒÔÒÁÉÔȟ ÔÈÅ ÇÕÉÔÁÒ ÂÕÉÌÄÅÒȟ ×ÈÏ ×ÁÓ ÖÉÓÉÂÌÙ ÐÌÅÁÓÅÄ ×ÉÔÈ 

ÔÈÅ ÉÎÔÅÒÖÉÅ×ÅÒȭÓ ÉÎÔÅÒÅÓÔ ÉÎ ÈÉÓ ÃÒÁÆÔȟ ÂÅÉÎÇ Á ÇÕitar player: 

 

Ȭ4ÈÒÏÕÇÈÏÕÔ ÔÈÅ ÉÎÔÅÒÖÉÅ× ) ÈÁÖÅ ÇÏÔÔÅÎ Á ÓÔÒÏÎÇ ÆÅÅÌÉÎÇ ÆÏÒ 0ÁÕÌȭÓ ɍȣɎ 

appreciation of my interest in his craft. He explains to me that sometimes people 

come over who just have a glance at his workshop, ask him questions like: Ȱ3Ïȟ 

how many ÇÕÉÔÁÒÓ ÄÏ ÙÏÕ ÍÁËÅ Á ÍÏÎÔÈȩȱ and they leave after 15 minutes. 

Ȱ4ÈÅÙ ÓÈÏÕÌÄ ÊÕÓÔ ÓÔÁÙ Á×ÁÙȟȱ ÉÎ 0ÁÕÌȭÓ ÏÐÉÎÉÏÎȢ Not me, however, being a guitar 

player myself I would have been unable to hide my enthusiasm and appreciation 
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even beyond the scope of this inteÒÖÉÅ×ȟ ÍÕÃÈ ÔÏ 0ÁÕÌȭÓ ÌÉËÉÎÇȢ !Ó ) ÐÒÅÐÁÒÅ ÔÏ 

leave he repeatedly thanks me for listening and chuckles: Ȱ)Î σπ ÙÅÁÒÓȭ ÔÉÍÅȟ 

×ÈÅÎ )ȭÖÅ ÍÁÄÅ ÍÙ ςππÔÈ ÇÕÉÔÁÒȟ ÃÏÍÅ ÂÁÃË ÁÎÄ ) ÃÁÎ ÔÅÌÌ ÙÏÕ ÍÕÃÈ ÍÏÒÅȢȱȭ 

 

In other cases, participants felt intimidated at first to talk about their craft 

ÂÅÃÁÕÓÅ ÔÈÅÙ ÆÅÌÔ ÔÈÅ ÉÎÔÅÒÖÉÅ×ÅÒ ɉÈÁÖÉÎÇ Á ÂÁÃËÇÒÏÕÎÄ ÉÎ ÄÅÓÉÇÎɊ ×ÁÓ ȬÖÅÒÙ 

ÃÒÅÁÔÉÖÅȭȟ ÁÎÄ ÅØÔÒÁ ÁÔÔÅÎÔÉÏÎ ×ÁÓ ÎÅÅÄÅÄ ÔÏ ÒÅÁÓÓÕÒÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÔÈÁÔ ÔÈÅ ÁÉÍ 

was not to assess their skills but to hear their stories. Whilst these interactions 

can be problematic if one is unaware of them, the reflexive researcher 

acknowledges such phenomena, writes him or herself into the research in order 

to demonstrate this, and makes clear in writing up the point at which first-order 

narratives become second-ÏÒÄÅÒȢ &ÕÒÔÈÅÒȟ -ÉÌÅÓ ÁÎÄ (ÕÂÅÒÍÁÎȭÓ ÁÄÖÉÃÅ ×ÁÓ 

followed, who suggest that participants be allowed to read, and comment upon, 

ÔÈÅÉÒ Ï×Î ÐÏÒÔÒÁÉÔÓȟ ÂÅÉÎÇ ÓÕÒÅ ÔÏ ÑÕÅÓÔÉÏÎ ×ÈÅÔÈÅÒ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ 

ÉÎÔÅÒÐÒÅÔÁÔÉÏÎÓ ÁÒÅ ȬÃÒÅÄÉÂÌÅ ÔÏ ÔÈÅ ÐÅÏÐÌÅ ×Å ÓÔÕÄÙȭ (in: Lawrence-Lightfoot and 

Davis, 1997, p.246). This also helped to ensure that portraits stayed true to the 

interview data, which was considered crucial for the use of portraits in thematic 

analysis. Nine of the sixteen participaÎÔÓ ÆÒÏÍ ÂÏÔÈ ÔÈÅ ȬÐÈÙÓÉÃÁÌ ÃÒÁÆÔȭ ÁÎÄ 

ȬÄÉÇÉÔÁÌ ÃÒÁÆÔȭ ÓÔÕÄÉÅÓ made use of the opportunity to check their own portraits, of 

which only two proposed minor changes, which may serve to confirm the 

general thoroughness of the way in which portraits were created. In a similar 

way to providing interview transcripts to make data analysis more transparent, 

ÁÌÌ ÐÏÒÔÒÁÉÔÓ ÁÒÅ ÉÎÃÌÕÄÅÄ ÁÓ Á ȬÓÕÂÓÔÉÔÕÔÅ Ȱ×ÈÏÌÅȱȭ (Hollway and Jefferson, 2000, 

p.70) in Appendix B. 

 

I NTR O DUCING THE PAR TIC IPANTS U S ING PO RTR AITU R E 

This section briefly introduces the interview participants, by using excerpts from 

the portraits. This section mainly serves to illustrate the construction of 

portraits, and to give a background into what participants did; where and when 

they did it; and when, why and how they started, before going into data analysis.  
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 Jim - Hairdresser  

Ȭ*ÉÍ ÉÓ Á ÈÁÉÒÄÒÅÓÓÅÒ ×ÈÏ ÈÁÓ ÈÉÓ Ï×Î ÓÁÌÏÎ ÉÎ Á ÃÉÔÙ ÉÎ ÔÈÅ ÓÏÕÔÈ ÏÆ ÔÈÅ .ÅÔÈÅÒÌÁÎÄÓȢ 

In the salon four people are employed, including Jim and his wife, who are 

frequently complemented with interns from nearby teaching institutes, who need to 

×ÏÒË ÁÔ Á ÈÁÉÒÄÒÅÓÓÉÎÇ ÓÁÌÏÎ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅÉÒ ÔÒÁÉÎÉÎÇȢ ɍȣɎȭ 

 

Ȭ*ÉÍȭÓ ÃÒÁÆÔ ÉÓ ×ÏÒËÉÎÇ ×ÉÔÈ ÈÁÉÒȢ !ÌÔÈÏÕÇÈ ÎÏÔ ÁÌÌ ÃÕÓÔÏÍÅÒÓ ÃÏÍÅ ÉÎ ÆÏÒ ÅØÔÒÅÍÅ 

creations that require much creativity and design, Jim keeps up with the 

developments in the field and knows how to give his customers his professional 

advice. Specifically, I am talking to Jim about making dreadlocks. Jim has been 

making dreadlocks since 1994 when he joined a friend for a workshop in London 

after having been interested in the process long before. In this workshop he learned 

the basic techniques and he has developed his techniques into his own style by 

ÅØÐÅÒÉÍÅÎÔÁÔÉÏÎ ÓÉÎÃÅȢȭ 

 John ɀ Wood and metal hobbyist  

Ȭ*ÏÈÎȟ Á ÓÏÆÔ×ÁÒÅ ÅÎÇÉÎÅÅÒ ÂÙ ÐÒÏÆÅÓÓÉÏÎȟ ÌÉËÅÓ ÔÏ ÔÉÎËÅÒ ×ÉÔÈ ×ÏÏÄ ÁÎÄ ÍÅÔÁÌȢ (Å 

enjoys making tools, small machines, or furniture, such as garden benches and 

ÔÁÂÌÅÓȢ ɍȣɎ *ÏÈÎ ÓÁÙÓ ÈÅ ÉÓ ÁÌ×ÁÙÓ ×ÏÒËÉÎÇ ÏÎ ÈÉÓ ÐÒÏÊÅÃÔÓȠ ÉÆ ÈÅ ÉÓ ÎÏÔ ÐÈÙÓÉÃÁÌÌÙ 

busy he is thinking about what to make. He used to be in his workshop daily, but 

now that he is older this has been reduced to a few times a week. He is more active 

ÉÎ ÓÕÍÍÅÒ ÔÉÍÅȟ ÂÅÃÁÕÓÅ ÉÔ ÉÓ ÔÏÏ ÃÏÌÄ ÉÎ ÈÉÓ ×ÏÒËÓÈÏÐ ÆÏÒ ×ÉÎÔÅÒ ÔÉÍÅ ÔÉÎËÅÒÉÎÇȢȭ 

 

Ȭ*ÏÈÎ ÔÅÌÌÓ ÍÅ he has always been interested in creating things: as a small child his 

dad had to keep him away from the tools and machinery in his workshop. His 

parents bought a construction kit for him about which he tells me: ȰÔÈÅ ÅØÁÍÐÌÅÓ 

that came with the kit were not enough; I went in search for extensions and used 

ÁÌÌ ÍÁÔÅÒÉÁÌÓ ÁÔ ÈÁÎÄȡ ÃÉÇÁÒ ÂÏØÅÓȟ ÂÉËÅ ÌÉÇÈÔÓȟ ÔÅÁ ÔÏ×ÅÌÓȟ ÒÏÐÅÓȢȭ Much in line with 

ÔÈÉÓ *ÏÈÎ ÌÁÔÅÒ ÆÏÌÌÏ×ÅÄ Á ÍÅÃÈÁÎÉÃÁÌ ÅÎÇÉÎÅÅÒÉÎÇ ÅÄÕÃÁÔÉÏÎȢȭ 

 Mary ɀ Glass artist  

Ȭ-ÁÒÙ ×ÏÒËÓ ×ÉÔÈ ÇÌÁÓÓȟ ×ÈÉÃÈ ÓÈÅ sometimes combines with found materials, such 

ÁÓ ÐÉÅÃÅÓ ÏÆ ÃÁÂÌÅ ÏÒ ÃÏÐÐÅÒ ×ÉÒÅȢ ɍȣɎ !Ó ÈÅÒ ÂÕÓÙ ÓÃÈÅÄÕÌÅ ÇÏÔ ÆÒÅÅÄ ÕÐ ÒÅÃÅÎÔÌÙȟ 

Mary has since a few weeks decided that she will try and spend two days per week 
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on her glass work, roughly one day for stained glass and one day for glass 

ÓÃÕÌÐÔÕÒÅÓȢȭ 

 

Ȭ-ÁÒÙ ÔÅÌÌÓ ÍÅ ÔÈÁÔ ÓÈÅ ÕÓÅÄ ÔÏ ÈÁÖÅ Á ÄÅÄÉÃÁÔÅÄ ÐÌÁÃÅȟ Á ÓÐÁÒÅ ÒÏÏÍ ÓÅÔ ÕÐ ÁÓ Á 

ÓÔÕÄÉÏȟ ɍȣɎ ÂÕÔ ÔÈÉÓ ÈÁÓ ÃÕÒÒÅÎÔÌÙ ÂÅÅÎ ÒÅÐÕÒÐÏÓÅÄȢ "ÅÃÁÕÓÅ ÐÁÒÔ ÏÆ ÔÈÅ ×ÏÒË ÉÓ ÑÕÉÔÅ 

messy she is currently setting up a place to wÏÒË ÉÎ Á ÓÈÅÄ ÉÎ ÔÈÅ ÇÁÒÄÅÎ ɍȣɎȭ 

 

Ȭ-ÁÒÙ ÈÁÓ ÁÌ×ÁÙÓ ÂÅÅÎ ÉÎÔÅÒÅÓÔÅÄ ÉÎ ÓÔÁÉÎÅÄ ÇÌÁÓÓ ÁÎÄ ɍȣɎ ÔÏÏË ÔÈÅ ÏÐÐÏÒÔÕÎÉÔÙ ÔÏ 

ÌÅÁÒÎ ÉÔ ÉÎ ÅÖÅÎÉÎÇ ÃÌÁÓÓÅÓ ÁÎÄ ÈÁÓ ÃÏÎÔÉÎÕÅÄ ÍÁËÉÎÇ ÓÔÁÉÎÅÄ ÇÌÁÓÓ ÓÉÎÃÅȢ ɍȣɎ !Ó 

such, Mary has been doing glass work since 1980, but has been doing ȰÃÒÁÆÔ ÔÈÉÎÇÓȱ 

ÁÌÌ ÈÅÒ ÌÉÆÅȢȭ 

 Lucy ɀ Mixed media artist  

Ȭ,ÕÃÙȟ ÁÎ ÁÃÁÄÅÍÉÃ ÂÙ ÐÒÏÆÅÓÓÉÏÎȟ ÃÒÅÁÔÅÓ ÍÉØÅÄ ÍÅÄÉÁ ÁÒÔ ÕÓÉÎÇ Á ÌÁÒÇÅ ÖÁÒÉÅÔÙ ÏÆ 

materials, such as fabric, images, and metal objects. Much of her mixed media work 

is based on traditional weaving: Ȱ) ÄÏ Á ×ÁÒÐ ÁÎÄ Á ×ÅÆÔ ×ÉÔÈ ÆÁÂÒÉÃ ÁÎÄ ÆÒÏÍ 

ÔÈÅÒÅ ) ÓÔÁÒÔ ÔÏ ×ÅÁÖÅ ÉÎȟ ÏÒ ÉÎÃÏÒÐÏÒÁÔÅ ÉÎÔÏ ÔÈÁÔȟ ÍÉØÅÄ ÍÅÄÉÁ ÓÔÕÆÆȢȱȭ 

 

Ȭ,ÕÃÙ ÈÁÓ Á ÂÁÃËÇÒÏÕÎÄ ÉÎ ÁÒÔȠ ÓÈÅ ×ÅÎÔ ÔÏ ÁÒÔ ÓÃÈÏÏÌ ÁÎÄ ÉÎÉÔÉÁÌÌÙ ÈÁÄ ÔÈÅ ÁÍÂÉÔÉÏÎ 

to become a professional artist. However, she had difficulties achieving this, which 

caused certain restlessness in other jobs: Ȱ) ×ÏÕÌÄ ÂÅ ÄÏÉÎÇ ÔÈÉÎÇÓ ÁÎÄ ÎÅÖÅÒ ÒÅÁÌÌÙ 

ÓÁÔÉÓÆÙ ×ÈÁÔ ) ×ÁÎÔÅÄ ÔÏ ÄÏȢ ɍȣɎ ) ÎÅÖÅÒ ÆÅÌÔ ÌÉËÅ ÉÔ ×ÁÓ ÅÎÏÕÇÈȢȱ After having 

worked after finishing her undergraduate studies ɍȣɎ ÓÈÅ ÄÉÄ Á -ÁÓÔÅÒȭs in art in 

ÅÄÕÃÁÔÉÏÎȟ ÆÏÌÌÏ×ÅÄ ÂÙ Á 0È$Ȣȭ 

 Vicky ɀ Silk painter  

Ȭ-Ù ÉÎÔÅÒÖÉÅ× ×ÉÔÈ 6ÉÃËÙ ÔÁËÅÓ ÐÌÁÃÅ ÁÔ ÈÅÒ ÈÏÍÅȢ ɍȣɎ !Ó 6ÉÃËÙ ÁÐÏÌÏÇÉÓÅÓ ÆÏÒ ÔÈÅ 

ÍÅÓÓ ɍÃÒÁÆÔÉÎÇ ÍÁÔÅÒÉÁÌÓ ÁÎÄ ÁÒÔ ÐÉÅÃÅÓɎ ɍȣɎ ÓÈÅ ÖÅÒÂÁÌÉÓÅÓ ×ÈÁÔ ) ×ÁÓ ÔÈÉÎËÉÎÇȡ 

ȰÔÈÅ ÈÏÕÓÅ ÉÓ ÃÏÍÐÌÅÔÅÌÙ ÔÁËÅÎ ÏÖÅÒ ÂÙȣ ÁÒÔ ÁÎÄ ÃÒÁÆÔ ÁÎÄ ÔÈÉÎÇÓȢȱȭ 

 

Ȭ6ÉÃËÙȭÓ ÍÁÉÎ ÃÒÁÆÔ ÍÅÄÉÁ ÁÒÅ ÈÁÎÄ-painted silk, e.g. scarfs and cards, and fused 

glass, e.g. coasters and plates, both from which she earns money. Further she does a 

diversity of activities ȰÆÏÒ ÆÕÎȱ, such as patchwork, knitting, stamping, embroidery, 

ÐÈÏÔÏÇÒÁÐÈÙȢ ɍȣɎ 3ÈÅ ÍÁÉÎÌÙ ÄÏÅÓ ÈÅÒ ÃÒÁÆÔÉÎÇ ÉÎ ÔÈÅ ÅÖÅÎÉÎÇÓ ɍȣɎ ÁÎÄ ÓÈÅ 
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emphasises that she does something creative every day, even if it is just ȰÓÏÍÅ 

ÒÁÎÄÏÍ ÐÁÉÎÔÉÎÇȢȱȭ 

 

Ȭ6ÉÃËÙ ÆÉÒÓÔ ÓÔÁÒÔÅÄ Óilk painting in 2001 when she went to a big art and craft fair 

where small workshops for different crafts were run so that people could try. She 

recollects trying silk painting in such a workshop: ȰɍȣɎ ) ÄÉÄÎȭÔ ÔÈÉÎË ) ÃÏÕÌÄ ÐÁÉÎÔ 

and I went on this workshÏÐ ÁÎÄ ÄÉÓÃÏÖÅÒÅÄ ) ÃÏÕÌÄȟ ÁÎÄ ÉÔ ×ÁÓ Á×ÅÓÏÍÅȦȱȭ 

 Carol ɀ Jewellery designer 

Ȭ#ÁÒÏÌ ÈÁÓ ÂÅÅÎ ÄÅÓÉÇÎÉÎÇ ÁÎÄ ÍÁËÉÎÇ ÊÅ×ÅÌÌÅÒÙ ÆÏÒ ÆÏÕÒ ÙÅÁÒÓȢ 4ÈÉÓ ÉÓ ÓÏÍÅÔÈÉÎÇ 

she had wanted to do for a long time and an opportunity arose when a jewellery 

designer moved into her neighbourhood and started up a course. With some 

encouragement from her partner, Carol followed the course and has been 

reapplying every year. At this course four to five course members work individually 

on their pieces while learning new techniques fÒÏÍ ÔÈÅ ÔÅÁÃÈÅÒȢ ɍȣɎ /ÎÃÅ ÏÒ Ô×ÉÃÅ Á 

week Carol works on her jewellery for two to three hours in her own workplace in a 

spare bedroom. She explains that she likes making jewellery to ȰÂÅ ÏÕÔ ÏÆ ɍÈÅÒɎ 

ÈÅÁÄȱ and as a variation to everyday life; Carol works iÎ ÈÅÁÌÔÈ ÃÁÒÅȢȭ 

 Paul ɀ Guitar builder  

Ȭ0ÁÕÌȟ Á ÒÅÔÉÒÅÄ ÉÎÓÕÒÁÎÃÅ ÏÆÆÉÃÅÒȟ ÈÁÓ ÆÏÕÎÄ Á ÌÏÖÅ ÉÎ ÂÕÉÌÄÉÎÇ ÁÃÏÕÓÔÉÃ ÇÕÉÔÁÒÓȢ ɍȣɎ 

[He] has always been an avid guitarist and has always liked repairing broken 

stringed instruments he bought at second-hand markets. After Paul closed down his 

ÉÎÓÕÒÁÎÃÅ ÂÕÓÉÎÅÓÓ υφ ÙÅÁÒÓ ÁÇÏ ÈÅ ɍȣɎ ÆÏÌÌÏ×ÅÄ Á ÃÏÕÒÓÅ ÁÎÄȟ ×ÉÔÈ ÐÁÒÔÌÙ ÐÒÅ-

manufactured parts, built his first acoustic guitar about which he Ȱ×ÁÓÎȭÔ 

ÓÁÔÉÓÆÉÅÄȱȢ Looking for the next level of building Paul went in search for a book 

about building acoustic guitars and found a renowned training institute in Belgium 

that offered training courses for building guitars and other stringed instruments. 

Initially he asked them for the book he wanted, but they told him he could come 

anÄ ×ÒÉÔÅ ÉÔ ÈÉÍÓÅÌÆȟ ×ÈÉÃÈ ÉÓ ÅØÁÃÔÌÙ ×ÈÁÔ 0ÁÕÌ ÄÉÄȢ ɍȣɎ 0ÁÕÌ ÓÐÅÎÄÓ ÆÏÕÒ ÔÏ ÆÉÖÅ 

hours a day in his workshop working on his guitars. He makes it very clear that it 

ȰÓÈÏÕÌÄÎȭÔ ÓÔÁÒÔ ÔÏ ÆÅÅÌ ÌÉËÅ ×ÏÒËÉÎÇȱ ɍȣɎ.ȭ  
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 Tina ɀ Paint artist  

Ȭ4ÉÎÁ ÓÔÁÒÔÅÄ ÐÁÉÎÔÉÎÇ Ôwenty years ago after two years of drawing courses and 

activities. Nowadays, she paints once or twice a week for an hour or two. When I 

ask her why she started drawing and painting she tells me she has always liked to 

draw and found she was good at it when she tried drawing people as a teenager. 

She decided she wanted to do more with this: ȰÔÈÅÎ ÙÏÕ ÆÏÌÌÏ× Á ÃÏÕÒÓÅ ÁÎÄ 

ÁÎÏÔÈÅÒ ÏÎÅȟ ÁÎÄ ÔÈÅÎ ÙÏÕ ÆÅÅÌ ÌÉËÅȡ ȬÎÏ× ) ×ÁÎÔ ÔÏ ÍÏÖÅ ÏÎ ÔÏ ÔÈÅ ÎÅØÔ ÌÅÖÅÌȟȭȱ 

and that is when she moved from drawing to painting. She followed painting 

courses for years, in which she learned techniques, how to use light and shadow, 

ÈÏ× ÔÏ ÂÌÅÎÄ ÃÏÌÏÕÒÓȟ ÐÅÒÓÐÅÃÔÉÖÅȟ ÁÎÄ ×ÈÁÔ ÍÁÔÅÒÉÁÌÓ ÃÁÎ ÂÅ ÕÓÅÄ ÔÏÇÅÔÈÅÒȢȭ  

THEMATIC ANALYSIS 

Portraits were used as input for a thematic analysis of the data. An open coding 

approach was used in which themes arose from the data as opposed to using a 

predetermined coding scheme. 

 

ANALY T IC  PR OC ESS 

Using the open coding approach, the researcher read through the eight portraits 

and labelled excerpts of the data that represented important findings. Excerpts 

found elsewhere in the data that addressed the same topic were subsequently 

ÃÌÕÓÔÅÒÅÄ ÔÏÇÅÔÈÅÒ ÕÎÄÅÒ ÏÎÅ ÌÁÂÅÌȟ ÏÒ ȬÃÏÄÅȭȢ )Î ÔÈÉÓ ×ÁÙȟ Á ÍÕÌÔÉÔÕÄÅ ÏÆ ÃÏÄÅÓȟ 

and sub-codes, of important findings arose from the data, which, as addressed, 

allowed for the discovery of unanticipated findings. After a first list of codes was 

derived, the overall categories of questions from the interview schedule ɀ which 

were covered in all interviews ɀ were used to broadly classify the codes 

emerging from the data. This served merely to further organise the emerging 

scheme of codes and data analysis write-up after codes had been derived from 

the data, and did not influence how coding was done, or which themes were 

found in the data. Because these categories resonate with craft characteristics 

found in the craft literature (e.g. Adamson, 2007, McCullough, 1996, Pye, 1968, 

Risatti, 2007, Sennett, 2008, Shiner, 2012), it was trusted that they would 
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provide a relevant categorisation of the data on a high level, in addition to being 

useful for the research aims of analysing craft practice.  

 

In addition to these five broad categories from the interview schedule, 

throughout the data analysis three more broad categories emerged which could 

ÂÅ ÕÓÅÄ ÔÏ ÃÌÁÓÓÉÆÙ ÌÁÒÇÅ ÎÕÍÂÅÒÓ ÏÆ ÅÍÅÒÇÅÎÔ ÃÏÄÅÓȟ ÎÁÍÅÌÙ Ȭ3ÏÃÉÁÌ !ÓÐÅÃÔÓȭȟ 

Ȭ#ÒÁÆÔ 0ÒÏÃÅÓÓȭȟ ÁÎÄ Ȭ#ÒÁÆÔ 2ÅÓÕÌÔȭȢ .ÁÔÕÒÁÌÌÙȟ ÔÈÉÓ ×ÁÓ ÁÎ ÏÒÇÁÎÉÃ ÐÒÏÃÅÓÓ of 

moving codes around, and changing categories before settling on the final 

categories after the coding was completed. Finally, a last organising category was 

added for codes that did not fit any of the other categories. Codes in this last 

category were ÇÒÏÕÐÅÄ ÕÎÄÅÒ ÔÈÅ ÈÅÁÄÉÎÇ Ȭ/ÔÈÅÒ #ÈÁÒÁÃÔÅÒÉÓÔÉÃÓ ÏÆ #ÒÁÆÔ ÁÎÄ 

#ÒÁÆÔÅÒÓȭȢ &ÕÒÔÈÅÒȟ ÃÏÄÅÓ ÁÒÏÕÎÄ ÁÂÏÕÔ ȬÓÔÁÒÔÉÎÇ ÔÏ ÃÒÁÆÔȭ ×ÅÒÅ ÍÏÖÅÄ ÆÒÏÍ ÔÈÅ 

ÃÁÔÅÇÏÒÙ Ȭ3ÔÁÒÔÉÎÇ ÁÎÄ ,ÅÁÒÎÉÎÇȭ ÔÏ Ȭ#ÒÁÆÔ 'ÅÎÅÒÁÌȭȟ ×ÈÉÃÈ ×ÁÓ ÒÅÎÁÍÅÄ 

Ȭ"ÁÃËÇÒÏÕÎÄ ÁÎÄ )ÎÔÒÏÄÕÃÔÉÏÎȭȟ ÁÎÄ ÔÈÉÓ ÃÁÔÅgory was used to introduce the 

ÐÁÒÔÉÃÉÐÁÎÔÓ ÁÎÄ ÔÈÅÉÒ ÂÁÃËÇÒÏÕÎÄÓȢ 3ÕÂÓÅÑÕÅÎÔÌÙȟ ÔÈÅ Ȭ3ÔÁÒÔÉÎÇ ÁÎÄ ,ÅÁÒÎÉÎÇȭ 

ÃÁÔÅÇÏÒÙ ×ÁÓ ÒÅÎÁÍÅÄ ÔÏ Ȭ,ÅÁÒÎÉÎÇ ÁÎÄ 3ËÉÌÌȭ ÔÏ ÉÎÓÔÅÁÄ ÇÒÏÕÐ ÔÈÏÓÅ ÃÏÄÅÓ ÔÈÁÔ 

had to do with the learning process and skill development. 

 

The data within each category was grouped under codes and sub-codes; for 

ÅØÁÍÐÌÅȟ ×ÉÔÈÉÎ ÔÈÅ ÃÁÔÅÇÏÒÙ Ȭ,ÅÁÒÎÉÎÇ ÁÎÄ 3ËÉÌÌÓȭȟ ÔÈÅ ÃÏÄÅ ȬÈÏ× ÌÅÁÒÎÅÄȭ ÃÏÕÌÄ 

be found (which grouped data around how the participant had learned to craft), 

which in turn included, among others, the sub-ÃÏÄÅÓ ȬÂÏÏËÓȭȟ ȬÃÏÕÒÓÅÓȭȟ ȬÊÕÓÔ 

ÄÏÉÎÇȾÔÒÉÁÌ ÁÎÄ ÅÒÒÏÒȭȟ ȬÓÐÅÃÉÆÉÃ ÐÅÏÐÌÅȭȟ ÁÎÄ ȬÉÎÔÅÒÎÅÔȭȢ )Ô ÉÓ ÈÅÒÅÂÙ ÉÍÐÏÒÔÁÎÔ ÔÏ 

note that because the aim was to derive themes around craft practices, and have 

elaborate accounts within these themes, data could be coded under more than 

one code; for example, consider the following excerpt: 

 

Ȭ&ÕÒÔÈÅÒ ÈÅ ÔÅÌÌÓ ÍÅ ÁÂÏÕÔ Ô×Ï ÉÎÆÌÕÅÎÔÉÁÌ ÍÅÎ ÉÎ ÈÉÓ ÌÉÆÅ ÔÈÁÔ ÈÁÖÅ ÔÁÕÇÈÔ ÈÉÍ Á 

lot and provided him with a basis from which he could develop his skills: his 

father, a constructional fitter, who taught him how to work with metal, and his 

father-in-ÌÁ×ȟ Á ÃÁÒÐÅÎÔÅÒȟ ×ÈÏ ÔÁÕÇÈÔ ÈÉÍ ÈÏ× ÔÏ ×ÏÒË ×ÉÔÈ ×ÏÏÄȢȭ (From 

×ÏÏÄ ÁÎÄ ÍÅÔÁÌ ÈÏÂÂÙÉÓÔ *ÏÈÎȭÓ ÐÏÒÔÒÁÉÔɊ 
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4ÈÉÓ ×ÁÓ ÃÏÄÅÄ ÆÏÒ ȬÓÐÅÃÉÆÉÃ ÐÅÏÐÌÅȭ ×ÉÔÈÉÎ ÔÈÅ Ȭ,ÅÁÒÎÉÎÇ ÁÎÄ 3ËÉÌÌȭ Ãategory, as 

×ÅÌÌ ÁÓ ÆÏÒ ȬÌÅÁÒÎÉÎÇ ÆÒÏÍ ÏÔÈÅÒÓȭ ×ÉÔÈin ÔÈÅ Ȭ3ÏÃÉÁÌ !ÓÐÅÃÔÓȭ ÃÁÔÅÇÏÒÙȢ 

 

After this initial round of coding, codes were again revisited, and redefined 

where necessary. Larger categories that encompassed multiple references 

(excerpts from the data) that referred to disparate themes within the data were 

further subdivided into sub-codes to allow for a greater level of detail in the 

analysis and a better organisation of the data. Careful scrutiny of the data under 

each code allowed for the coding of references in other relevant categories for 

which these references were missed in the first round, for example because 

codes were only created after that part of the data had been analysed. After this 

process, a final coding scheme was derived consisting of 126 codes and sub-

codes, which will be further addressed in the next section. 

 

All coding was done using the NVivo data analysis software. In addition to easy 

categorisation and exploration of data, this software allowed for the creation of 

ȬÍÅÍÏÓȭȟ ×hich were overall notes, observations or important findings; or 

findings related to specific codes. This was done frequently throughout the 

analysis process to document important thoughts on coding and findings. 

 

OVER VIEW O F  DEVELO PED SC HEM E O F  CODES 

The final coding scheme consisted of a three level coding scheme. The highest 

level was formed by the nine general categories that were partly determined by 

ÔÈÅ ÉÎÔÅÒÖÉÅ× ÇÕÉÄÅ ÁÎÄ ÐÁÒÔÌÙ ÁÒÏÓÅ ÆÒÏÍ ÔÈÅ ÄÁÔÁȡ Ȭ"ÁÃËÇÒÏÕÎÄ Ǫ )ÎÔÒÏÄÕÃÔÉÏÎȭȠ 

Ȭ,ÅÁÒÎÉÎÇ Ǫ 3ËÉÌÌÓȭȠ Ȭ#ÒÁÆÔ 0ÒÏÃÅÓÓȭȠ Ȭ#ÒÁÆÔ 2ÅÓÕÌÔȭȠ Ȭ-ÁÔÅÒÉÁÌÓȭȠ Ȭ4ÏÏÌÓȭȠ Ȭ3ÏÃÉÁÌ 

!ÓÐÅÃÔÓȭȠ Ȭ-ÏÔÉÖÁÔÉÏÎ Ǫ )ÎÔÅÒÅÓÔȭȠ Ȭ/ÔÈÅÒ #ÈÁÒÁÃÔÅÒÉÓÔÉÃÓ ÏÆ #ÒÁÆÔ ÁÎÄ #ÒÁÆÔÅÒÓȭȢ !Ó 

mentioned, these categories merely served to organise the data and analysis on a 

high level, without influencing the coding of the data. Within these categories 

codes were classified that arose from the data, which often consisted of sub-

codes that provided a higher level of detail within the codes. There was no 

requirement for a minimum number of references in a code or sub-code, so any 

finding in the data that was disparate from other findings could make up a new 
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code. An overview with examples of codes and sub-codes within the categories 

can be found in Table 4.3, while the comprehensive coding scheme ɀ including an 

overview of number of participants that addressed each code or sub-code, and 

number of references in each code or sub-code ɀ can be found in Appendix C25. 

 

 

 

Table 4.3 Overview of the developed coding scheme, with the general organising 

Categories, Codes that emerged within these categories (where there is a large number of 

codes in a category, a selection of codes is given as example), and a selection of Sub-codes 

for the codes where these arose from the data.  

  

                                                        
25 The coding scheme was later complemented with new codes in the data analysis of the digital 
craft interviews (see Chapter 7). To avoid duplication of similar material in the appendices, 
Appendix C contains the coding scheme for both physical and digital craft interviews. 
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RESULTS 

For this result section the general categories will be used to structure the 

findings and the most relevant themes for understanding craft practice will be 

addressed. It is important to note that while this section sometimes mentions 

how large and how common coded themes were, it does address not quantitative 

facets of the data, such as number of references in each theme. This would be a 

futile effort; first, because data can fall into multiple themes and thus individual 

references do not form unique occurrences of either one theme or another; and 

second, because of the premise of narrative interviewing ɀ letting the 

participants tell their own stories without the researcher using a fixed set of 

questions ɀ each interview is so distinct in character that it cannot be 

determined if a theme that is not addressed in an interview is truly absent or 

ÉÒÒÅÌÅÖÁÎÔ ÉÎ ÔÈÉÓ ÐÁÒÔÉÃÉÐÁÎÔȭÓ ÁÃÃÏÕÎÔ ÏÆ ÔÈÅÉÒ ÃÒÁÆÔ ÐÒÁÃÔÉÃÅȟ ÏÒ ÉÆ ÉÔ ×ÁÓ ÍÅÒÅÌÙ 

not addressed in that specific narrative interview. As discussed before, while 

certain topics were aimed to be elicited in all interviews, other themes were only 

elicited when brought up by the participants. Therefore, this section presents a 

qualitative treatment of the themes in the data, while the number of references, 

or number of participants talking about a specific theme, were only used for 

researcher reflection on themes and to assure data analysis was done reliably. 

 

Because coded references are excerpts from portraits, they contain both direct 

quotes from the participants and researcher descriptions; this may cause issues 

with clarity in reading the following sections if it is not made clear how these 

different instances are formatted. Longer excerpts from portraits will therefore 

be indented, while short ones may be used in the text. Excerpts will always be 

demarcated with single quotes, while direct quotes from the participants inside 

an excerpt will be demarcated with double quotes. For further clarification, 

researcher descriptions within excerpts will be in italics, while direct participant 

quotes will be in regular font, e.g.: 

 

 Ȭ4ÈÉÓ ÉÓ ÁÎ ÅØÃÅÒÐÔ ÆÒÏÍ Á ÐÏÒÔÒÁÉÔȟ ÉÎ ×ÈÉÃÈ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔ ÓÁÉÄȡ ȰÄÉÒÅÃÔ ÑÕÏÔÅȱȭ. 
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LEAR NING AND SK ILLS 

Participants talked about how they initially learned their craft, how they 

continued their development after this initial learning phase, and what skills are 

needed to do their craft. They further addressed things that can go wrong, risks 

in the process, mistakes, and limitations (of crafter, material, or tool). These 

themes were classified in this category because participants often spoke about 

how they learned from their mistakes, or how a lack of knowledge or skills had 

caused mistakes. 

 How did participants initially learn their craft?  

&ÉÖÅ ÏÆ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÍÅÎÔÉÏÎÅÄ ȬÌÅÁÒÎÉÎÇ ÂÙ ÄÏÉÎÇȭ ÏÒ ȬÔÒÉÁÌ ÁÎÄ ÅÒÒÏÒȭ ÁÓ 

means to learn their craft, e.g.:  

Ȭ/ÖÅÒ ÔÈÅ ÙÅÁÒÓȟ *ÉÍ ÈÁÓ ÐÅÒÆÅÃÔÅÄ ÈÉÓ ×ÁÙ ÏÆ ÂÁÃËÃÏÍÂÉÎÇȟ ÅȢÇȢ ÔÈÅ ÄÉÒÅÃÔÉÏÎÓ ÔÏ 

hold to dreadlock and the comb, where to start, and how to twist the dread 

while working from all sides, and he has experimented with different methods of 

ÍÁËÉÎÇ ÁÎÄ ÆÉØÉÎÇ ÄÒÅÁÄÓ ɍȣɎȢȭ ɉ&ÒÏÍ ÈÁÉÒÄÒÅÓÓÅÒ *ÉÍȭÓ ÐÏÒÔÒÁÉÔɊ 

!ÌÓÏ *ÏÈÎȟ ÔÈÅ ×ÏÏÄ ÁÎÄ ÍÅÔÁÌ ÈÏÂÂÙÉÓÔȟ ÓÁÉÄȡ ÉÆ ÙÏÕ ×ÁÎÔ ÔÏ ÌÅÁÒÎȟ ȬȰÊÕÓÔ ÓÔÁÒÔȱȭȠ 

ÈÅ ×ÁÓ ÃÏÎÖÉÎÃÅÄȡ ȬȰ)Æ ÙÏÕ ÁÒÅ ÉÎÔÅÒÅÓÔÅÄȟ ÙÏÕ ÃÁÎ ÌÅÁÒÎ ÓÏ ÍÕÃÈ ÂÙ ÊÕÓÔ ÄÏÉÎÇ ÉÔȢȱȭ 

Other larger theÍÅÓ ×ÅÒÅ ȬÃÏÕÒÓÅÓȭ ɀ where participants did specific courses 

related to their craft, outside their main education, such as in evening classes ɀ 

ÁÎÄ ȬÌÏÏËÉÎÇ ÁÔ ÏÔÈÅÒ ÐÅÏÐÌÅȭÓ ×ÏÒËȭȢ 4ÉÎÁȟ ÔÈÅ ÐÁÉÎÔÅÒȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÆÏÌÌÏ×ÅÄ 

drawing courses first and painting courses after: 

ȬɍȣɎ Ȱ4ÈÅÎ ÙÏÕ ÆÏÌÌÏ× Á ÃÏÕÒÓÅ ÁÎÄ ÁÎÏÔÈÅÒ ÏÎÅȟ ÁÎÄ ÔÈÅÎ ÙÏÕ ÆÅÅÌ ÌÉËÅȡ ȬÎÏ× ) 

×ÁÎÔ ÔÏ ÍÏÖÅ ÏÎ ÔÏ ÔÈÅ ÎÅØÔ ÌÅÖÅÌȭȱ, and that is when [Tina] moved from 

drawing to painting. She followed painting courses for years, in which she 

learned techniques, how to use light and shadow, how to blend colours, 

ÐÅÒÓÐÅÃÔÉÖÅȟ ÁÎÄ ×ÈÁÔ ÍÁÔÅÒÉÁÌÓ ÃÁÎ ÂÅ ÕÓÅÄ ÔÏÇÅÔÈÅÒȢȭ  

2ÅÌÁÔÅÄÌÙȟ ÌÏÏËÉÎÇ ÁÔ ÏÔÈÅÒ ÐÅÏÐÌÅȭÓ ×ÏÒË ÏÆÔÅÎ ÈÁÐÐÅÎÅÄ ×ÉÔÈÉÎ ÇÒÏÕÐÓ ÏÆ ÐÅÅÒÓ 

who came together to do their craft together, where ideas, techniques, tips, and 

tricks were exchanged. John, however, learned bricklaying from watching the 

ÂÕÉÌÄÅÒÓ ÔÈÁÔ ×ÅÒÅ ÂÕÉÌÄÉÎÇ ÈÉÓ ÓÉÓÔÅÒȭÓ ÈÏÕÓÅȡ 
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ȬȰ9ÏÕ ÂÕÉÌÄ ÕÐ ÂÁÃËÇÒÏÕÎÄ ËÎÏ×ÌÅÄÇÅȠ ËÎÏ×ÌÅÄÇÅ ÙÏÕ ÉÎÉÔÉÁÌÌÙ ÄÏÎȭÔ ËÎÏ× 

how to place it or what to do with it, buÔ ÉÔȭÓ ÓÔÉÌÌ ÔÈÅÒÅȟ ÁÎÄ ÁÌÌ ÏÆ Á ÓÕÄÄÅÎ ÔÈÁÔ 

ÂÅÃÏÍÅÓ ÕÓÅÆÕÌȢȱȭ 

Other participants followed a formal education in their craft, or related to their 

craft, such as Lucy, who went to art school, and Mary who studied ceramics and 

glass in college for a year. Further sources for learning craft were books, the 

internet (both only mentioned once), and specific people, e.g.: 

Ȭ0ÁÕÌȭÓ ÐÈÉÌÏÓÏÐÈÙ ÔÉÅÓ ÉÎ ×ÉÔÈ ÔÈÁÔ ÏÆ ÁÎ !ÍÅÒÉÃÁÎ ÇÕÉÔÁÒ ÂÕÉÌÄÅÒ ×ÈÏ ÔÅÁÃÈÅÓ 

people how to build a guitar that sounds exactly like they want, starting from a 

sound in their minds and adjusting the construction of the guitar to match that 

ÓÏÕÎÄȢȭ 

Finally, participants sometimes had other related experiences within their lives 

that may have helped them get a general feel for craft, creativity and making 

things, e.g. 

Ȭɍ-ÁÒÙɎ ÔÅÌÌÓ ÍÅ ÓÈÅ ÈÁÄ ÔÏ ÌÅÁÒÎ ÈÏ× ÔÏ ÍÁËÅ ÈÅÒ Ï×Î ÃÌÏÔÈÅÓ ×ÈÅÎ ÓÈÅ ×ÁÓ Á 

child, and she was quite good at needlework. Her parents were further involved 

in setting up a local traditional crafts centre so Mary ȰÈÁÄ Á ÇÏ ÁÔ ÓÉÌÖÅÒ-

smiÔÈÉÎÇ ÁÎÄ ÓÐÉÎÎÉÎÇ ÁÎÄ ×ÅÁÖÉÎÇ ÁÎÄ ÁÌÌ ÔÈÏÓÅ ÓÏÒÔ ÏÆ ÔÒÁÄÉÔÉÏÎÁÌ ÔÈÉÎÇÓȢȱ 

This obviously provided a great opportunity for her to explore: ȰÍÏÓÔ ÔÈÉÎÇÓ ) 

ÈÁÖÅ ÂÅÅÎ ÁÂÌÅ ÔÏ ÄÏȣ ÂÕÔ ÙÏÕ ÒÅÁÌÌÙ ÈÁÖÅ ÔÏ ÄÅÃÉÄÅ ÔÏ ÄÏ ÏÎÅ ÂÅÃÁÕÓÅ ÙÏÕ 

ÃÁÎȭÔ ÄÏ ÁÌÌ ÏÆ ÔÈÏÓÅ ÔÈÉÎÇÓȠ ÙÏÕȭÄ ÎÅÖÅÒ ÇÅÔ ÁÎÙÔÈÉÎÇ ÆÉÎÉÓÈÅÄȢȱȭ 

 How did participants continue their development?  

Most of the participants mentioned facets of continuing their development in one 

×ÁÙ ÏÒ ÁÎÏÔÈÅÒȟ ÏÒ ÃÈÁÌÌÅÎÇÉÎÇ ÔÈÅÍÓÅÌÖÅÓ ÔÏ ȬȰÍÏÖÅ ÏÎ ÔÏ ÔÈÅ ÎÅØÔ ÌÅÖÅÌȱȭ ɉ4ÉÎÁɊ 

or learn something new. John, for example says:  

ȬȰ)ȭÍ ÅÁÇÅÒ ÔÏ ÌÅÁÒÎȟ ÓÏ ÅÖÅÎ ÉÆ ) ÈÁÄ ÍÙ Ï×Î ×ÁÙ ÏÆ ÄÏÉÎÇ ÓÏÍÅÔÈÉÎÇȟ ) ×ÏÕÌÄ 

still try out a new method, because perhaps that is better than my own 

ÍÅÔÈÏÄȢȭȱ  

Mary has kept doing qualifications throughout the years, which she saw as 

ÉÌÌÕÓÔÒÁÔÉÖÅ ÏÆ ȬȰÂÅÃÏÍÉÎÇ ÁÎ ÅØÐÅÒÔȱȭȟ ÁÎÄ ÓÉÍÉÌÁÒÌÙ 6ÉÃËÙ ×ÁÓ ÆÏÌÌÏ×ÉÎÇ ÁÎ ÁÒÔÓ 

and design course to broaden her skill base. Further, hairdresser Jim ȬɍËÅÐÔɎ up 

×ÉÔÈ ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔÓ ÉÎ ÔÈÅ ÆÉÅÌÄȭ, and both Vicky, the silk painter and glass 
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artist, and Paul, the guitar builder, had created their own manuals to keep track 

of the way they had done things in the past. For Paul it was part of his guitar 

ÂÕÉÌÄÅÒÓȭ ÃÏÕÒÓÅ ÔÏ ÄÏÃÕÍÅÎÔ ÈÏ× ÈÅ ÂÕÉÌÔ ÈÉÓ ÇÕÉÔÁÒÓ ɉÓÅÅ &ÉÇÕÒÅ τȢ2), while 

Vicky documented all her firing experiments with her kiln so that she could build 

up her knowledge. Participants further looked at existing solutions within their 

craft area and reused them or made ÔÈÅÍ ÔÈÅÉÒ Ï×Îȟ ÓÕÃÈ ÁÓ 0ÁÕÌȭÓ ÃÒÅÁÔÉÏÎ ÏÆ 

his own tools based on ideas he found in books and on the internet; building up 

ÂÁÃËÇÒÏÕÎÄ ËÎÏ×ÌÅÄÇÅ ɉ*ÏÈÎɊȠ ÁÎÄ ÄÅÖÅÌÏÐÉÎÇ ÏÎÅȭÓ Ï×Î ÓÔÙÌÅȟ ÓÕÃÈ ÁÓ *ÉÍ 

developing his own way of backcombing, or Vicky finding her own niche: 

ȬȰ4ÈÅ ÔÈÉÎÇ ÉÓȟ )ȭÖÅ ÇÏÔ ÔÏ ÇÅÔ ÍÙÓÅÌÆ Á ÃÏÒÅ ÒÁÎÇÅ ÏÆ stuff that is different to 

×ÈÁÔ ÅÖÅÒÙÏÎÅ ÅÌÓÅ ÄÏÅÓȢ 3Ï ) ÔÈÉÎË )ȭÍ ÓÔÉÌÌ ÉÎ ÔÈÅ Ȭ)ȭÍ ÅØÐÅÒÉÍÅÎÔÉÎÇ ÁÎÄ 

ÔÒÙÉÎÇ ÔÏ ÆÉÎÄ ÍÙ ÎÉÃÈÅȭ ÐÈÁÓÅȢ )ȭÍ ÄÏÉÎÇ ÏËÁÙȟ ÂÕÔ )ȭÖÅ ÇÏÔ Á ÓÉÄÅ×ÁÙÓ ÐÏÒÔÆÏÌÉÏ 

rather than a focused one at the moment. Everything is so exciting. ItȭÓ ÖÅÒÙ 

ÄÉÆÆÉÃÕÌÔ ÔÏ ÈÁÖÅ ÔÈÅ ÄÉÓÃÉÐÌÉÎÅ ÔÏ ÒÅÉÇÎ ÙÏÕÒÓÅÌÆ ÉÎ ÔÏ ÄÏÉÎÇ ÏÎÅ ÔÈÉÎÇȢȱȭ 

 

 

Fig. 4.2 0ÁÕÌȭÓ ÍÁÎÕÁÌÓ ÃÁÒÅÆÕÌÌÙ ÄÏÃÕÍÅÎÔ ÈÏ× ÈÅ ÈÁÓ made guitar s in the past.  

 

Participants further mentioned experimenting and wanting to make the next 

thing better: 

ȬPaul is experimenting with different constructions of internal bracing, 

constructions of wooden struts inside the belly, which strengthen the panel and 

ÄÅÔÅÒÍÉÎÅ ÔÈÅ ÓÏÕÎÄȢ ɍȣɎ 0ÁÕÌ ÉÓ ÃÕÒÒÅÎÔÌÙ ÂÕÉÌÄÉÎÇ Ô×Ï ÇÕÉÔÁÒÓ ×ÉÔÈ ÄÉÆÆÅÒÅÎÔ 

bracing to see what sound he likes best and will then change the bracing on 
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future models accordingly: ȰÂÕÔ ) ÄÏÎȭÔ ÅØÐÅÒÉÍÅÎÔ ×ÉÔÈ ÔÈÁÔ ÍÕÃÈȟ ÂÅÃÁÕÓÅ 

then you have to build something like 25 guitars and then you can gain that 

experience. All I can do is use renowned concepts and make some adjustments 

ÉÆ ) ÔÈÉÎË ÆÏÒ ÅØÁÍÐÌÅȡ ȬÔÈÅÒÅȭÓ ÎÏÔ ÅÎÏÕÇÈ ÂÁÓÓȟ )ȭÌÌ ÍÁËÅ ÔÈÅ ÂÏØ ÌÅÓÓ ÄÅÅÐȢȭȱȭ 

(See Figure 4.3) 

 

 

Fig. 4.3 Paul was experimenting with different  bracing  constructions for the back panel.  

 

 What skills are needed to be a good crafter? 

Skills did not come up in all of the interviews, and even when probed 

participants seemed to struggle to pinpoint which skills were required to do 

their craft. The few skills that were mentioned would easily be classified as 

personal traits or characteristics, rather than something you can learn to do. One 

ÅØÁÍÐÌÅ ÉÓ ȬÐÁÔÉÅÎÃÅȭȠ ÆÏÒ ÅØÁÍÐÌÅ #ÁÒÏÌȟ ÔÈÅ ÊÅ×ÅÌÌÅÒÙ ÄÅÓÉÇÎÅÒȟ ÓÁÉÄ ÙÏÕ ÈÁÖÅ ÔÏ 

be patient and know when to stop:  

ȬȰ3ÏÍÅÔÉÍÅÓ ) ÔÈÉÎËȡ Ȭ×ÅÌÌȟ ÌÅÔȭÓ ÌÅÁÖÅ ÔÈÁÔ ÆÏÒ ÎÏ× ÁÎÄ ÔÒÙ ÁÇÁÉÎ ÌÁÔÅÒȢȭ ) ÁÍ Îot 

someone who tries something in the same way a hundred times. I start and if 

ÉÔ ÄÏÅÓÎȭÔ ÓÕÃÃÅÅÄ ÉÎ Á ÆÅ× ÔÒÉÅÓȟ ) ÓÔÏÐ ÁÎÄ ÔÒÙ ÁÇÁÉÎ ÌÁÔÅÒȢȱȭ 

*ÏÈÎ ÆÕÒÔÈÅÒ ÓÁÉÄ ÉÔ ÈÅÌÐÓ ÈÉÍ ÔÈÁÔ ÈÅ ÉÓ ȬÐÒÅÃÉÓÅȭȟ ×ÈÉÃÈ ÁÌÓÏ came forward in the 

interview with Paul; the process of building a guitar includes a lot of precision 
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×ÏÒËȟ ×ÈÉÃÈ ÒÅÑÕÉÒÅÓ ÆÏÃÕÓ ÁÎÄ ÃÏÎÃÅÎÔÒÁÔÉÏÎȢ 3ÉÍÉÌÁÒÌÙȟ *ÏÈÎ ÁÄÄÅÄ ÔÈÁÔ ȬÆÉÎÅ 

ÍÏÔÏÒ ÓËÉÌÌÓȭ ÁÒÅ Á ÒÅÑÕÉÓÉÔÅ ÆÏÒ ÄÏÉÎÇ ÈÉÓ ×ÏÏÄ ÁÎÄ ÍÅÔÁÌ ×ÏÒËȢ  

 What can go wrong, or cause limitations to the craft?  

Participants mentioned that sometimes mistakes occurred because the crafter 

was not focusÅÄ ÏÒ ÐÁÙÉÎÇ ÁÔÔÅÎÔÉÏÎȟ ÓÕÃÈ ÁÓ 0ÁÕÌȭÓ ÅØÁÍÐÌÅ ÏÆ ÆÏÒÇÅÔÔÉÎÇ Á ÓÔÅÐ 

when putting together a guitar. Another cause may be a lack of know-how, for 

example in jewellery making: 

Ȭ)Æ ÔÈÅ ÔÅÍÐÅÒÁÔÕÒÅ ÉÓ ÔÏÏ ÈÉÇÈ ÔÈÅ ÍÁÔÅÒÉÁÌ ÍÅÌÔÓȠ ȰÔÈÅÎ ÉÔȭÓ ÌÏÓÔȟ ÔÈÅÒÅ ÉÓ 

ÎÏÔÈÉÎÇ ÙÏÕ ÃÁÎ ÄÏȢȱ This does not happen to Carol often though, because she 

ÈÁÓ ÇÁÉÎÅÄ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÈÏ× ÔÏ ÈÁÎÄÌÅ ÔÈÅ ÍÁÔÅÒÉÁÌÓȢȭ  

Other times mistakes can happen because the materials are fragile, for example 

ÉÎ -ÁÒÙȭÓ ×ÏÒË ×ÉÔÈ ÇÌÁÓÓȡ 

ȬȰ7ÉÔÈ ÓÔÁÉÎÅÄ ÇÌÁÓÓ ÙÏÕ ÃÁÎ ÍÁËÅ Á ÐÁÎÅÌȟ ÈÏÌÄ ÉÔ ÕÐȟ ÁÎÄ ÁÓ ÙÏÕ ÌÏÏË ÁÔ ÉÔȟ ÔÈÅ 

ÐÉÅÃÅ ×ÉÌÌ ÃÒÁÃËȢ ɍȣɎ 9ÏÕ ËÎÏ× ÔÈÁÔ ÉÔȭÓ Á ÆÒÁÇÉÌÅ ÔÈÉÎÇȟ ÉÔ ÈÁÓ ÉÔÓ Ï×Î ÍÉÎÄȟ ÉÔ 

being a continuingly movinÇȟ ÌÉÖÉÎÇ ÔÈÉÎÇȢȱȭ 

Mary added that she does not get extra satisfaction from completing a piece 

without any errors because such risks with the materials are beyond her control: 

ȬȰ)ÔȭÓ ÌÉËÅ Á ÓÔÕÂÂÏÒÎ ÃÈÉÌÄȢ 3ÏÍÅÔÉÍÅÓ ÔÈÅ ÇÌÁÓÓ ×ÉÌÌ ÊÕÓÔ ÓÁÙ Ȭ)ȭÍ ÎÏÔ ÇÏÉÎÇ 

tÈÅÒÅȭ ÓÏ ÙÏÕȭÌÌ ÈÁÖÅ ÔÏ ÃÈÁÎÇÅ ÔÈÅ ÓÈÁÐÅȟ ÏÒ Ȭ)ȭÍ ÇÏÉÎÇ ÔÏ ÂÒÅÁËȭ ÓÏ ÙÏÕȭÒÅ 

ÇÏÉÎÇ ÈÁÖÅ ÔÏ ÄÏ ÓÏÍÅÔÈÉÎÇ ÅÌÓÅ ×ÉÔÈ ÉÔȢȭȱ 

3ÏÍÅÔÉÍÅÓ ÍÉÓÔÁËÅÓ ×ÅÒÅ ÉÒÒÅÖÅÒÓÉÂÌÅȟ ÓÕÃÈ ÁÓ 4ÉÎÁȭÓ ÅØÁÍÐÌÅ ÏÆ Á ÒÉÐÐÅÄ ÃÁÎÖÁÓ 

ÁÎÄ 0ÁÕÌȭÓ ÅØÁÍÐÌÅ ÏÆ Á ÂÒÏËÅÎ ÇÕÉÔÁÒ ÐÁÎÅÌȟ ÂÕÔ 0ÁÕÌ ÁÌÓo illustrated during the 

interview how many mistakes can be corrected, by showing how to get a dent 

out of soft wood using a drop of water. Paul further tried to limit risks by using 

hand-tools instead of machines, such as using a chisel instead of a milling cutter 

×ÈÅÎ ÍÁËÉÎÇ ÔÈÅ ÇÒÏÏÖÅ ÆÏÒ ÔÈÅ ÇÕÉÔÁÒȭÓ ÒÏÓÅÔÔÅȠ ÏÒ ÂÙ ÍÁËÉÎÇ ÓÐÅÃÉÆÉÃ ÔÏÏÌÓ ÆÏÒ 

parts of the process that need to be done very precisely, such as measuring aids. 

Some participants expressed frustration when something went wrong, be it 

within the ir own power or not, often because it is a lot of work to solve the 

problem. Mary and Vicky, however, seemed quite relaxed about mistakes; Mary 

×ÁÓ ȬȰÐÈÉÌÏÓÏÐÈÉÃÁÌ ÁÂÏÕÔ ÉÔȱȭ ÁÎÄ ÁÃÃÅÐÔÅÄ ÔÈÁÔ ÔÈÅ ÐÉÅÃÅ ȬȰ×ÁÓÎȭÔ ÍÅÁÎÔ ÔÏ ÂÅȱȭȟ 

and Vicky said: 
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ȬȰ)ȭÖÅ ÇÏÔ ÔÈings that went horrendously wrong, and it happens. And I keep 

them and I laugh at them sometimes. Or, the good thing is, you can cut it up 

ÁÎÄ ÔÕÒÎ ÉÔ ÉÎÔÏ ÓÏÍÅÔÈÉÎÇ ÅÌÓÅȢȱȭ 

-ÁÒÙ ÁÄÄÅÄȡ ȬȰȬÔÈÅ ÏÎÌÙ ÄÉÓÁÓÔÅÒ ÙÏÕ ÃÁÎ ÈÁÖÅ ÉÓ ÉÆ ÙÏÕ ÉÎÊÕÒÅ ÙÏÕÒÓÅÌÆȠ ÔÈÁÔ ×ÏÕÌd 

ÂÅ ÃÁÔÁÓÔÒÏÐÈÉÃ ɍȣɎȱȭȢ 4ÉÎÁ ÆÕÒÔÈÅÒ ÓÁ× ÍÉÓÔÁËÅÓ ÁÓ ÁÎ ÏÐÐÏÒÔÕÎÉÔÙ ÔÏ ÌÅÁÒÎȢ 

 

Apart from things that can go wrong and risks that exist in the crafting process, 

participants further mentioned occasions in which their own personal state of 

mind limit ed their crafting process. Tina, for example, said she found it very 

difficult to focus on a painting of her father-in-law because she knew he was 

dying of cancer at that time; ȬÓÈÅ ÈÁÄ ÔÏ ÆÏÒÃÅ ÈÅÒÓÅÌÆ ÁÔ ÔÉÍÅÓ ÔÏ ÓÉÔ ÄÏ×Î ÁÎÄ ×ÏÒË 

ÏÎ ÔÈÅ ÐÁÉÎÔÉÎÇȢȭ John explained that while craft is great to forget his worries,  

ȬÔÈÅÒÅ ÎÅÅÄÓ ÔÏ ÂÅ Á ÂÁÌÁÎÃÅ ÂÅÔ×ÅÅÎ ×ÈÁÔ ÉÓ ÇÏÉÎÇ ÏÎ ÉÎ ÈÉÓ ÍÉÎÄ ÁÎÄ ×ÈÁÔ ÈÅ 

can try and put aside by tinkering: ɍȣɎ Ȱ×ÈÅÎ ÙÏÕ ÁÒÅ ÖÅÒÙ ÃÏÎÃÅÒÎÅÄ ÁÂÏÕÔ ÂÉÇ 

ÉÓÓÕÅÓȟ ÙÏÕ ÃÁÎȭÔ ÒÅÁÌÌÙ ÄÏ ÁÎÙÔÈÉÎÇ ÅÌÓÅȟ ÂÅÃÁÕÓÅ ÙÏÕ ÃÁÎȭÔ ÆÏÃÕÓ ɍÏÎ ÃÒÁÆÔɎȢȱȭ 

When talking about the presence of other crafters while working, Mary 

highlighted that it is important that the other person is doing the same thing as 

her, and that it Ȭclicksȭ: 

Ȭ3ÈÅ ÔÅÌÌÓ ÍÅ ÉÔȭÓ Á ȰÖÅÒÙ ÓÅÎÓÉÎÇȟ ÅÍÏÔÉÏÎÁÌ ÔÈÉÎÇȱ and there has to be a 

connection with the people she is working with: ȰÉÔȭÓ ÎÏÔ ÁÂÏÕÔ ÂÅÉÎÇ ÉÎ ÔÈÅ ÒÉÇÈÔ 

ÍÏÏÄȟ ÉÔȭÓ ÁÂÏÕÔ ÔÈÅ ÃÈÅÍÉÓÔÒÙ ×ÉÔÈ ÐÅÏÐÌÅ ÙÏÕȭÒÅ ×ÏÒËÉÎÇ ×ÉÔÈȢ ɍȣɎ 4ÈÅ 

ÄÙÎÁÍÉÃÓ ÁÒÅ ÉÍÐÏÒÔÁÎÔȠ ÉÆ ÔÈÅÒÅȭÓ ÁÎÙ ÎÅÇÁÔÉÖÉÔÙ ÉÎ ÉÔȟ ÉÔ ÃÏÍÅÓ Ôhrough in the 

×ÏÒËȢȱ 

Finally, Lucy told the interviewer that she feels guilty when she crafts, which 

limits the times she actually engages in her making processes: 

ȬȰ) ÁÃÔÕÁÌÌÙ ÒÅÁÌÌÙȟ ÒÅÁÌÌÙ ÍÉÓÓ ÍÁËÉÎÇ ÓÔÕÆÆȟ ÂÕÔ ÐÁÒÔ ÏÆ ÍÅ ÆÅÅÌÓ ÌÉËÅ ÉÔȭÓ ËÉÎÄ ÏÆ 

frivolÏÕÓ ÔÏ ÉÎÄÕÌÇÅ ÉÎ ÔÈÁÔȠ ÔÈÁÔ ÉÔȭÓ ÎÏÔ ÍÅÁÎÉÎÇÆÕÌ ÅÎÏÕÇÈȢ ɍȣɎ )Ô ÆÅÅÌÓ 

ÊÕÖÅÎÉÌÅȣ ÏÒ ) ÆÅÅÌ ÓÅÌÆÉÓÈȟ ÔÈÁÔ ÙÏÕ ÈÁÖÅ ÔÈÁÔ ÔÉÍÅ ÁÓ ÁÎ ÉÎÄÉÖÉÄÕÁÌ ÁÒÔÉÓÔ ÔÏ ÊÕÓÔ 

×ÏÒËȢ )Ô ÄÏÅÓÎȭÔ ÆÅÅÌ ÌÉËÅ ÉÔȭÓ ÇÉÖÉÎÇ ÁÎÙÔÈÉÎÇȢȱȭ 
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 Discussion and summary 

Unsurprisingly, and in line with the literature, most of the participants talked 

about learning and developing their skills through experimentation and doing or 

ÁÓ 3ÅÎÎÅÔÔ ÃÁÌÌÓ ÉÔ ȬÅÎÌÉÇÈÔÅÎÍÅÎÔ ÔÈÒÏÕÇÈ ÐÒÁÃÔÉÃÅȭ (Sennett, 2008, p.96), which 

appeared to be the main way to learn to craft. However, participants also looked 

at other ÐÅÏÐÌÅȭÓ ×ÏÒË ÆÏÒ ÉÎÓÐÉÒÁÔÉÏÎ ÁÎÄ ÔÏ ÌÅÁÒÎ ÎÅ× ÓËÉÌÌÓ ÏÒ ÔÅÃÈÎÉÑÕÅÓȢ 4ÈÅ 

combination of experimenting and doing, and seeing other people craft appeared 

a powerful source for learning to craft. While other sources, such as books and 

courses, sometimes helped participants, their main purpose was to get crafters 

started, to get in touch with peers, or to help them continue their development.  

 

Interestingly, participants found it hard to pinpoint what skills they required for 

their craft, and when probed often come up with character traits. This may 

illustrate that craft skills are either highly craft-specific, or so general that 

participants did not think about them because they were considered 

straightforward, such as precision. It seems that skills are a good example of tacit 

knowledge that may be better studied by observing craftspeople (Sennett, 2008), 

which can uncover craft-ÓÐÅÃÉÆÉÃ ÓËÉÌÌÓȢ &ÕÒÔÈÅÒȟ ÉÔ ÁÌÉÇÎÓ ×ÉÔÈ 0ÙÅȭÓ (1968)ȭÓ 

ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ȬÓËÉÌÌȭ ÉÓ ÎÏÔ Á ÈÅÌÐÆÕÌ ÔÅÒÍ when talking about craftsmanship 

because it is different for each kind of craft, and is usually simply knowledge (or 

Ȭknow-howȭɊȢ 0ÙÅ ÍÅÎÔÉÏÎÓ ȬÄÅØÔÅÒÉÔÙȭ ÁÎÄ ȬÊÕÄÇÅÍÅÎÔȭ ÁÓ ÔÈÉÎÇÓ ÔÈÁÔ ÁÒÅ ÌÅÁÒÎed, 

which make it easier to learn another craft after a crafter has learned one craft. 

4ÈÅÓÅ ÅØÁÍÐÌÅÓ ÓÅÒÖÅ ÔÈÅ ÓÁÍÅ ÒÏÌÅ ÁÓ ȬÐÁÔÉÅÎÃÅȭ ÁÎÄ ȬÐÒÅÃÉÓÉÏÎȭ ÍÅÎÔÉÏÎÅÄ ÂÙ 

the participants in this study. Pye further ×ÏÎÄÅÒÓ ÉÆ ÓËÉÌÌ ÍÁÙ ÓÉÍÐÌÙ ÂÅ ȬÔÈÅ 

ÈÁÂÉÔ ÏÆ ÔÁËÉÎÇ ÃÁÒÅȭ (p.52), which comes very close to Sennett basic premise of 

what craft is (2008) ɀ doing a job well and carefully. The results of this study 

ÓÅÅÍ ÔÏ ÃÏÎÆÉÒÍ 0ÙÅȭÓ ÔÈÏÕÇÈÔÓ ÔÈÁÔ ÓËÉÌÌ ÍÁÙ ÎÏÔ ÂÅ Á ÕÓÅÆÕÌ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃ ÏÆ 

ÃÒÁÆÔȟ ÁÎÄ ÔÈÁÔ ÓÐÅÁËÉÎÇ ÁÂÏÕÔ ÓËÉÌÌ ÍÁÙ ÉÎÄÅÅÄ ÂÅ Á Ȭthought-ÐÒÅÖÅÎÔÅÒȭ ɉÐȢυςɊȢ 

 

In addition to learning through doing and developing tacit knowledge that was 

hard to pinpoint, it was also important to keep developing and find a personal 

style ÉÎ ÏÎÅȭÓ ÃÒÁÆÔ ÁÎÄ ÐÁÒÔÉÃÉÐÁÎÔÓ ÔÏÏË ÄÅÌÉÂÅÒÁÔÅ ÁÃÔÉÏÎ ÔÏ ËÅÅÐ ÐÒogressing. 

Sometimes this was connected to external factors, such as the need to find a 
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niche in a competitive market (Vicky); keeping up with the developments in the 

field (Jim); and experimenting with techniques of others (Paul). However, often 

self-development was driven by the crafters themselves for their own personal 

reasons, for example the desire to make the next product better (John); become 

an expert (Mary) or move on to the next level in skills (Tina). Although external 

factors were a stronger drive for the professionals and semi-professionals ɀ e.g. 

because they needed to make money, or be knowledgeable ɀ self-development 

ÏÆÔÅÎ ÁÐÐÅÁÒÅÄ ÔÏ ÂÅ ÏÎ ÐÁÒÔÉÃÉÐÁÎÔÓȭ Ï×Î ÉÎÉÔÉÁÔÉÖÅ ÁÎÄ Ï×Î ÔÅÒÍÓȟ ÁÎÄ was 

pursued autonomously in their own personal ways; very similar to how they 

learned to craft in the first place. 

 

&ÉÎÁÌÌÙȟ ÁÃÃÏÒÄÉÎÇ ÔÏ 0ÙÅȭÓ ÎÏÔÉÏÎ ÏÆ Á Ȭ×ÏÒËÍÁÎÓÈÉÐ ÏÆ ÒÉÓËȭȟ ÉÎ ×ÈÉÃÈ ÔÈÅ ÃÒÁÆÔÅÒ 

ÏÖÅÒÃÏÍÅÓ ÒÉÓËÓ ÔÈÒÏÕÇÈ ȬÊÕÄÇÍÅÎÔȟ ÄÅØÔÅÒÉÔÙ ÁÎÄ ÃÁÒÅȭ (1968, p.4), risk is an 

important element that makes craft so rewarding because it allows crafters to 

show their skills and qualities. Participants in the interview study did not 

explicitly address that overcoming risk made them feel like better crafters 

because often mistakes were beyond their control. However, they did value 

learning from risks and mistakes, which indicates these still have an important 

ÒÏÌÅ ÉÎ ÔÈÅ ÃÒÁÆÔ ÐÒÏÃÅÓÓȢ 0ÁÕÌȭÓ ÕÓÅ ÏÆ ÈÁÎÄ-tools instead of machines can further 

be seen as an example of using dexterity in regulating his process, rather than 

ȬÓÈÁÐÅ-ÄÅÔÅÒÍÉÎÉÎÇ ÓÙÓÔÅÍÓȭ, to limit risk, as addressed as different strategies by 

Pye (1968). More than limitations or risks caused by tools or abilities, it seemed 

that ÔÈÅ ÃÒÁÆÔÅÒȭÓ ÐÅÒÓÏÎÁÌ ÓÔÁÔÅ ÏÆ ÍÉÎÄ ÉÎÆÌÕÅÎÃÅÄ ÈÏ× ×ÅÌÌ ÏÎÅ ÃÏÕÌÄ ÃÒÁÆÔ; 

worries, guilt, and the presence of others sometimes formed obstructions. 

Csikszentmihalyi describes a few conditions that are necessary for reaching 

ȬÆÌÏ×ȭɀ ȬÁÎ ÁÌÍÏÓÔ ÁÕÔÏÍÁÔÉÃȟ ÅÆÆÏÒÔÌÅÓÓȟ ÙÅÔ ÈÉÇÈÌÙ ÆÏÃÕÓÅÄ ÓÔÁÔÅ ÏÆ ÃÏÎÓÃÉÏÕÓÎÅÓÓȭ 

(2010, p.110) ɀ a state that is often reached in craft and is crucial to the 

enjoyment of craft. It is possible thaÔ ×ÏÒÒÉÅÓ ÏÎ Á ÃÒÁÆÔÅÒȭÓ ÍÉÎÄ ÏÒ ÔÈÅ ÐÒÅÓÅÎÃÅ 

ÏÆ ÏÔÈÅÒÓ ÔÈÁÔ ÏÎÅ ÄÏÅÓ ÎÏÔ ȬÃÌÉÃË ×ÉÔÈȭ ÆÏÒÍ ÄÉÓÔÒÁÃÔÉÏÎÓ ÔÈÁÔ ÐÒÅÖÅÎÔ ÔÈÅ ÃÒÁÆÔÅÒ 

from reaching flow, as argued by Csikszentmihalyi, or prevent the crafter from 

successfully merging the action of the moment and the awareness of what one is 

doing (2010). Similarly, the author describes that in flow, self-consciousness 

disappears and one no longer worries about what others may think, which may 
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help to explain why Lucy sometimes has trouble reaching flow and enjoying her 

craft; she does not seem to be able to disconnect her self-consciousness, and feels 

ÇÕÉÌÔÙ ÂÅÃÁÕÓÅ ÓÈÅ ÆÅÅÌÓ ÓÈÅ ÎÅÅÄÓ ÔÏ ȬȰÇÉÖÅȱȭ ÍÏÒÅ ÔÏ ÔÈÅ ×ÏÒÌÄȢ 4ÈÕÓȟ ÔÈÅ 

difficulties encountered from a personal state of mind may serve to illustrate the 

importance of flow for being able to craft; this will be further addressed in the 

section on Motivation and Interest. 

 

CR AFT  PRO C ESS 

Naturally the process of crafting is strongly specific to each crafter, both because 

certain materials dictate certain ways of working, but also because some of the 

participants had developed their own ways of doing things. Descriptions and 

ÏÂÓÅÒÖÁÔÉÏÎÓ ÏÆ ÐÒÏÃÅÓÓÅÓ ÖÁÒÉÅÄ ÆÒÏÍ *ÉÍȭÓ ÄÅÔÁÉÌÅÄ ÁÎÎÏÔÁÔÅÄ ÄÅÍÏÎÓÔÒÁÔÉÏÎ ÏÆ 

how he backcombed ÔÈÅ ÈÁÉÒ ÔÏ ÃÒÅÁÔÅ ÄÒÅÁÄÌÏÃËÓȟ ÁÎÄ 0ÁÕÌȭÓ ÅØÐÅÒÉÍÅÎÔÁÔÉÏÎÓ 

ÏÆ ÃÒÅÁÔÉÎÇ Á ÇÕÉÔÁÒ ×ÉÔÈ Á ÇÏÏÄ ÓÏÕÎÄȟ ÔÏ 6ÉÃËÙȭÓ ÅÎÔÈÕÓÉÁÓÔÉÃ ÄÅÍonstration of 

various aspects of her silk painting, such as using an outliner to prevent the paint 

from running on the silk (Figure 4.4). Despite being craft- and crafter-specific, 

overall themes could be identified that were encountered across craft disciplines. 

 

 

Fig. 4.4 Vicky demonstrates the use of an outliner, w hich prevents the paint running.  
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 Surprise and unexpected outcomes 

! ÆÒÅÑÕÅÎÔÌÙ ÏÃÃÕÒÒÉÎÇ ÔÈÅÍÅ ×ÉÔÈÉÎ ÔÈÅ Ȭ0ÒÏÃÅÓÓȭ ÃÁÔÅÇÏÒÙ ×ÁÓ ȬÓÕÒÐÒÉÓÅȭȟ ÉÎ 

which participants talked about how things may evolve differently than 

expected, and how ideas evolve during the crafting process (this was mentioned 

by five participants). Sometimes this surprise came from unexpected behaviour 

ÏÆ ÍÁÔÅÒÉÁÌÓȟ ÓÕÃÈ ÁÓ ÔÈÅ ÁÆÏÒÅÍÅÎÔÉÏÎÅÄ ÅØÁÍÐÌÅ ÏÆ -ÁÒÙȭÓ ÇÌÁÓÓ ×ÈÉÃÈ behaves 

ȬȰÌÉËÅ Á ÓÔÕÂÂÏÒÎ ÃÈÉÌÄȱȭȢ 6ÉÃËÙ ÈÁÓ ÓÉÍÉÌÁÒ ÅØÐÅÒÉÅÎÃÅÓ ×ÉÔÈ ÇÌÁÓÓ ÁÎÄ ÓÅÅÓ ÔÈÉÓ ÁÓ 

a major difference between her glass work and her silk painting:  

Ȭɍ6ÉÃËÙɎ ÁÐÐÒÅÃÉÁÔÅÓ ÔÈÅ ÆÁÃÔ ÔÈÁÔ ×ÉÔÈ ÇÌÁÓÓ ÙÏÕ ÎÅÖÅÒ ËÎÏ× ×ÈÁÔ ÈÁÐÐÅÎÓ ×ÈÅÎ 

you put it in the kiln: Ȱ)ȭÍ ÇÅÔÔÉÎÇ ÂÅÔÔÅÒ ÁÔ ËÎÏ×ÉÎÇ ×ÈÁÔȭÓ ÇÏÉÎÇ ÔÏ ÃÏÍÅ ÏÕÔȟ 

ÂÕÔ ÓÏÍÅÔÉÍÅÓ ÔÈÉÎÇÓ ÒÅÁÃÔ ÉÎ Á ×ÁÙ ÙÏÕ ÄÏÎȭÔ ÅØÐÅÃÔ ÔÈÁÔ ÉÓ ÒÅÁÌÌÙ ÑÕÉÔÅ 

ÉÎÔÅÒÅÓÔÉÎÇȢȱȭ 

Carol showed the interviewer an example of a bracelet with a beautiful colour 

pattern that just appeared when she was heating the copper with a large flame. 

Other times, circumstances could cause interesting surprising results: 

Ȭɍ4ÉÎÁɎ ÔÅÌÌÓ ÍÅ ÈÏ× ÓÈÅ ÏÎÃÅ ÍÁÄÅ Á ÐÁÉÎÔÉÎÇ ÔÈÁÔ ÃÁÍÅ ÔÏ ÅØÉÓÔ ÂÅÃÁÕÓÅ ÓÈÅ 

had tried how certain colours go together by putting some paint on a piece of 

paper, and then folding the paper after she was done. This had such a nice effect 

when unfolding the paper that she used this technique in a painting; ȰÁÎÄ ÔÈÁÔ ÉÓ 

ÏÎÅ ÍÙ ÂÅÓÔ ÐÁÉÎÔÉÎÇÓȢȱȭ 

 Vicky mentioned an example of a time when she was painting outside and while 

the paint was drying some leaves dropped on her work and left strange patterns 

on it. It could also be unpredictable how a piece would turn out because ideas 

developed in the process. Carol, for example, usually did not have anything 

specific in mind when she starts making a piece of jewellery out of copper: 

ȬȰÓÏÍÅÔÈÉÎÇ ÁÒÉÓÅÓȢ !ÎÄ ÔÈÅÎ ) ÁÍ ÈÁÍÍÅÒÉÎÇ ÁÎÄ ÂÅÎÄÉÎÇȟ ÁÎÄ ×ÅÌÌȢȢȢ 3ÏÍÅÔÈÉÎÇ 

ÊÕÓÔ ÃÏÍÅÓ ÉÎÔÏ ÂÅÉÎÇȢȱȭ 3ÉÍÉÌÁÒÌÙȟ ,ÕÃÙ ÓÁÉÄȡ ȬȰÁÓ ) ÓÔÁÒÔ ÄÏÉÎÇ ÔÈÅ ÉÄÅÁÓ ÓÔÁÒÔÉÎÇ 

flowÉÎÇ ÉÎȢ )ȭÍ ÎÏÔ Á ÂÉÇ ÐÌÁÎÎÅÒ ×ÈÅÎ ÉÔ ÃÏÍÅÓ ÔÏ ÔÈÉÓȠ ÉÔ ÈÁÐÐÅÎÓ ÁÓ Á ÐÒÏÃÅÓÓȢȱȭ 

 Research as part of the process 

In other occasions, however, there was some research and planning involved and 

a piece got more or less designed before the making process started, for example 

ÆÏÒ -ÁÒÙȟ ×ÈÏ ÔÏÌÄ ÔÈÅ ÉÎÔÅÒÖÉÅ×ÅÒ ÓÈÅ ȬȰÔÈÉÎËÓ ÁÎ Á×ÆÕÌ ÌÏÔȱȭ ÁÂÏÕÔ ÈÅÒ ÐÉÅÃÅÓ 
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ÁÎÄ ÈÁÄ ÉÎÔÅÒÖÉÅ×ÅÄ ÐÅÏÐÌÅ ÆÏÒ Á ÐÉÅÃÅ ȬȰÂÅÃÁÕÓÅ ) ×ÁÎÔ ÔÏ ÈÁÖÅ ÓÏÍÅ ÓÏÒÔ ÏÆ 

ÎÁÒÒÁÔÉÖÅ ÏÆ ×ÈÁÔ ÐÅÏÐÌÅ ÓÁÙ ÁÎÄ ) ×ÒÉÔÅ ÔÈÁÔ ÁÃÔÕÁÌÌÙ ÏÎ ÔÈÅ ÇÌÁÓÓȢȱȭ 6ÉÃËÙ 

showed a workbook she made for one of her silk paintings, which contained 

shape and pattern studies of pieces of broccoli to come up with a final design for 

her painting. She further mentioned how in a typical process she would create a 

design first and draw it on paper, edit it on the computer and print it real-size, 

before transferring this design onto the silk and painting it. In contrast, Lucy 

compared her process of making to doing academic research: 

ȬȰ*ÕÓÔ ÌÉËÅ ×ÈÅÎ ÙÏÕ ÁÒÅ ÍÁËÉÎÇȟ ÙÏÕ ÁÒÅ ÎÏÔ ÒÅÓÅÁÒÃÈÉÎÇ ÉÔ ÌÉËÅȡ ȬÏÈȟ ) ÎÅÅÄ ÔÏ 

ÌÏÏË ÕÐ ÁÌÌ ÔÈÅÓÅ ÔÈÉÎÇÓȭ ÂÕÔ ÔÈÅÒÅ ÉÓ Á ÐÒÏÃÅÓÓ ÏÆ ÇÏÉÎÇ ÂÁÃË ÁÎÄ ÓÅÁÒÃÈÉÎÇȟ ÓÏ 

this researching, whether it is in your mind or whatever it is, it all happens as 

ÙÏÕȭÒÅ ÍÁËÉÎÇ ÉÔȢ ɍȣɎ 9ÏÕ ÄÏ Á ÃÅÒÔÁÉÎ ÁÍÏÕÎÔ ÏÆ ÐÌÁÎÎÉÎÇȟ ÂÕÔ ÁÔ ÔÈÅ same 

ÔÉÍÅȟ ÊÕÓÔ ÁÓ ×ÈÅÎ ÙÏÕȭÒÅ ×ÒÉÔÉÎÇȟ ÔÈÉÎÇÓ ÓÔÁÒÔ ÔÏ ÈÁÐÐÅÎȢȱȭ 

 Inspiration  

Related to the development of ideas in the process, is getting inspiration. Tina, 

for example, got inspiration from photographs, from which she then derived 

colours and shapes to incorporate in her abstract paintings. Vicky kept a book 

with ideas that came up in her head which she leafed through when she got 

stuck. Carol and Vicky both indicated they got inspired by the people around 

ÔÈÅÍȠ ÉÎ #ÁÒÏÌȭÓ ÃÁÓÅ ÓÈÅ ÌÏÏËÅÄ ÁÔ ÔÈÅÍ ÁÎÄ imagined what jewellery she could 

ÍÁËÅ ÆÏÒ ÔÈÅÍȟ ÁÎÄ ÉÎ 6ÉÃËÙȭÓ ÃÁÓÅ ÐÅÏÐÌÅ ÏÆÔÅÎ ÃÁÍÅ ÕÐ ÔÏ ÈÅÒ ÁÎÄ ÁÓËÅÄ ÈÅÒ to 

do certain things, which triggered her to try something new. An overarching 

theme appears to be that inspiration could come from anything: 

Ȭɍȣ] things [Vicky] thinks about in the middle of the night, something someone is 

wearing; ȰÉÔȭÓ ÔÈÅÒÅȟ ÁÌÌ ÔÈÅ ÔÉÍÅȢ 9ÏÕ ËÎÏ×ȟ ) ÃÁÎ ÊÕÓÔ ÌÏÏË ÒÏÕÎÄ ÍÙ ÒÏÏÍ ÁÎÄ 

ÇÅÔ ÁÎ ÉÄÅÁȢ 4ÈÁÔȭÓ ÏÎÅ ÏÆ ÔÈÅ ÒÅÁÓÏÎÓ ) ÌÉËÅȣ [she looks round the room where a 

diversity of things are placed around her, such as a jar of jam on the window 

ledge], because if everything was away in cupboards, behind glass, whatever, 

ÔÈÅÒÅȭÓ ÂÅ ÎÏÔÈÉÎÇ ÆÏÒ ÍÙ ÂÒÁÉÎ ÔÏ ÂÏÕÎÃÅ ÏÆÆȢȱ Inspiration can come from nice 

wrought iron gates, patterns, drain covers, the colour of bricks: ȰÙÏÕ ÃÁÎ ÔÁËÅ 

almost anythinÇ ÁÎÄ ÔÕÒÎ ÉÔ ÉÎÔÏ ÓÏÍÅÔÈÉÎÇȢȱȭ 
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 Precision 

Often there is variation in the process in terms of precision. Some participants, 

ÓÕÃÈ ÁÓ 4ÉÎÁȟ ÃÈÏÓÅ ÔÏ ×ÏÒË ȬÒÏÕÇÈÅÒȭ ÁÎÄ ÏÎ Á ÌÁÒÇÅÒ ÓÃÁÌÅ ÓÏÍÅÔÉÍÅÓ ÔÏ Çet 

some variation from more precise work, while for others this variation was 

embedded in the process, such as for Paul:  

Ȭ-ÁËÉÎÇ ÔÈÅ ÎÅÃË ÆÏÒ ÅØÁÍÐÌÅ ÉÓ ÒÏÕÇÈ ×ÏÒË ÃÏÍÐÁÒÅÄ ÔÏ ÔÈÅ ÐÒÏÃÅÓÓ ÏÆ ÍÁËÉÎÇ 

the rosettes around the sound hole. These are made from tiny strips of wood that 

are glued together into small packages, which are then sawn into strips again, 

and composed into complex patterns around a round mould. Although these 

rosettes can be bought pre-manufactured, Paul likes the high precision work as 

a ÖÁÒÉÁÔÉÏÎ ÏÎ ÔÈÅ ȬÒÏÕÇÈÅÒȭ ×ÏÒËȢȭ (See Figure 4.5) 

Carol mentioned that sometimes she is simply not able to do very precise work, 

so she lets her work be guided by what she is able to do at that time. 

 

 

Fig. 4.5 Precision work: the rosette of a guitar (de coration around the sound hole) is made 

of thin strips of wood glued together and composed onto patterns around a round mould.  

 

 Staying true to traditional craft techniques  

Both Lucy and Mary have had processes in which they tried to stay true to 

traditio ÎÁÌ ÆÏÒÍÓ ÏÆ ÃÒÁÆÔÉÎÇȟ ÓÕÃÈ ÁÓ -ÁÒÙȭÓ ÔÅÃÈÎÉÑÕÅÓ ÆÏÒ ÍÁËÉÎÇ ÓÔÁÉÎÅÄ ÇÌÁÓÓ 

panelsȟ ÄÅÓÐÉÔÅ ÍÏÒÅ ȬȰÍÏÄÅÒÎ ÇÁÄÇÅÔÓȱȭ ɉ-ÁÒÙɊ ÂÅÉÎÇ ÁÖÁÉÌÁÂÌÅȢ -ÕÃÈ ÏÆ ,ÕÃÙȭÓ 

mixed media work was based on traditional weaving: 
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ȬȰ) ÄÏ Á ×ÁÒÐ ÁÎÄ Á ×ÅÆÔ ×ÉÔÈ ÆÁÂÒÉÃ ÁÎÄ ÆÒÏÍ ÔÈÅÒÅ I start to weave in, or 

ÉÎÃÏÒÐÏÒÁÔÅ ÉÎÔÏ ÔÈÁÔȟ ÍÉØÅÄ ÍÅÄÉÁ ÓÔÕÆÆȢȱ She gives me an example of such a 

work the theme of which was gender and aging: Ȱ) ÄÉÄ Á ÐÉÅÃÅ ÔÈÁÔ ×ÁÓ ÂÁÓÅÄ 

on the traditional aspects of weaving and I was really interested in these kinds 

ÏÆ ÆÅÍÁÌÅ ÃÒÁÆÔÓȢȱȭ 

 Enjoying the process 

Many of the participants expressed their enjoyment of various aspects of the 

ÐÒÏÃÅÓÓȟ ÏÒ ȰȬÔÈÅ ×ÈÏÌÅ ÒÏÁÄȟ ÆÒÏÍ ! ÔÏ :ȱȭ ɉ*ÉÍɊȟ ÆÏÒ ÅØÁÍÐÌÅ ÂÅÃÁÕÓÅ ÔÈÅÙ ÃÏÕÌÄ 

see their progress from non-existent to having a visible, tangible result. Lucy 

liked the materiality of the process, and she further described some of her 

making process as personal explorations and journeys: 

Ȭ-ÏÖÉÎÇ ÏÎ ÆÒÏÍ ÔÈÅÓÅ ×ÅÁÖÉÎÇ-based works Lucy has started creating other 

mixed media pieces, where she uses photographs of herself and cuts them up to 

ȰÂÒÅÁË ÔÈÒÏÕÇÈ ÃÁÎÖÁÓ ÁÎÄ ÐÕÔ ÔÈÅÍ ÂÅÈÉÎÄ ÃÁÎÖÁÓ ÓÏ ÉÔ ÉÓ ÒÅÁÌÌÙ ÁÂÏÕÔ ÔÈÅ 

ÐÒÏÃÅÓÓ ÁÎÄ ÒÅ×ÏÒËÉÎÇ ÔÈÅ ÓÕÒÆÁÃÅÓȢȱ She calls these works ȰÅØÐÌÏÒÁÔÉÏÎÓȱȟ not 

just of her own identity but also of the media she works with. ɍȣɎ Ȱ7ÈÁÔ 

happens to media, I guess physically but also mentally when we have this 

really sort of juxtaposition of what I would say are disparate media, bringing 

ÔÈÅÍ ÔÏÇÅÔÈÅÒ ÉÎ ÄÉÓÐÁÒÁÔÅ ÆÏÒÍ ÉÎÔÏ ÏÎÅ ÃÁÎÖÁÓȩȱȭ 

 Doing repairs  

Since participants appeared to enjoy the whole process from coming up with an 

idea to seeing the actual result, it was unsurprising that in cases where they were 

not involved with the whole process, it could be less interesting. Mary, for 

example, had done repairs of stÁÉÎÅÄ ÇÌÁÓÓ ÐÁÎÅÌÓ ÁÎÄ ÓÁÉÄȡ ȬȰȬÔÈÅÒÅ ÉÓ ÁÎ ÅÌÅÍÅÎÔ 

ÏÆ Ȭ) ÄÉÄÎȭÔ ÄÅÓÉÇÎ ÔÈÉÓȟ ÔÈÅÒÅÆÏÒÅ ) ÈÁÖÅÎȭÔ ÇÏÔ Á ÆÅÅÌÉÎÇ ÆÏÒ ÉÔȢȭ ɍȣɎ &ÏÒ ÍÅȟ ÉÆ ) 

ÈÁÖÅÎȭÔ ÄÅÓÉÇÎÅÄ ÉÔ ÉÎ ÔÈÅ ÆÉÒÓÔ ÐÌÁÃÅ )ȭÍ ÎÏÔ ÒÅÁÌÌÙ ÉÎÔÅÒÅÓÔÅÄ ÉÎ ÉÔȢȱȭ 3ÈÅ ÄÉÄ ÎÏÔ 

enjoy doing repairs:  

ȬȰÔÈÅ ÏÎÌÙ way you can properly repair a stained glass window is to take it 

ÁÐÁÒÔ ÁÎÄ ÐÕÔ ÉÔ ÔÏÇÅÔÈÅÒ ÁÇÁÉÎ ÂÅÃÁÕÓÅ ÉÔ ×ÉÌÌ ÁÌ×ÁÙÓ ÌÏÏËȣ ÉÔȭÓ ÌÉËÅ Á ÄÁÒÎÅÄ 

ÓÏÃËȢȢȢ ÙÏÕ ËÎÏ×ȟ ÉÔ ÊÕÓÔ ÌÏÏËÓȢȢȢ ÕÎÌÅÓÓ ÙÏÕȭÒÅ ÒÅÁÌÌÙ ÇÏÏÄ ÁÔ ÉÔȣȱȭ 

Paul also had experience doing repairs of guitars, which he only did when he felt 

like it, and if the guitar was worth spending a large amount of time and money 
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on, for example when there was an emotional attachment. Jim, on the other hand, 

quite enjoyed repairing broken dreadlocks, and messy situations, which he saw 

ÁÓ Á ÃÈÁÌÌÅÎÇÅȡ ȬȰ'ÉÖÅ ÍÅ ÓÏÍÅ ÔÉÍÅ ×ÉÔÈ ÔÈÁÔ ÁÎÄ ÓÅÅ ×ÈÁÔ ) ÃÁÎ ÄÏ ×ÉÔÈ ÉÔȢȱȭ &ÏÒ 

him it did not seem to matter much if he had made those dreadlocks in the first 

place. 

 Discussion and summary 

For most participants the process of crafting was of equal or higher importance 

than the result, and it gave them much enjoyment. This confirms the relevance of 

expressing craft as a process (e.g. Adamson, 2007, Sennett, 2008), rather than a 

ÓÐÅÃÉÆÉÃ ÄÉÓÃÉÐÌÉÎÅ ÏÒ ÐÅÒÆÅÃÔÅÄ ÒÅÓÕÌÔȟ ÁÓ ÔÈÉÓ ÔÈÅÓÉÓȭ ÄÅÆÉÎÉÔÉÏÎ ÏÆ ÃÒÁÆÔ ÈÁÓ 

centred around. Many participants talked about being surprised in the craft 

process, which was caused by ideas evolving, materials reacting different than 

expected, and sometimes even external circumstances influencing the process. 

4ÈÅ ÆÉÒÓÔ ÂÅÁÒÓ Á ÒÅÌÁÔÉÏÎ ×ÉÔÈ ÔÈÅ ȬÔÒÉÁÌ ÁÎÄ ÅÒÒÏÒȭ ×ÁÙ ÏÆ ×ÏÒËÉÎÇ ÉÄÅÎÔÉÆÉÅÄ ÉÎ 

the previous section; some actions in the process can be planned beforehand 

ɉ×ÈÉÃÈ ÁÌÓÏ ÃÏÍÅÓ ÆÏÒ×ÁÒÄ ÉÎ ÔÈÅ ȬÒÅÓÅÁÒÃÈȭ ÔÈÅÍÅ ÉÎ ÔÈÉÓ ÓÅÃÔÉÏÎɊ ÂÕÔ ÔÈÅÒÅ ×ÉÌÌ 

always be surprises when one starts crafting, simply because not everything can 

ÂÅ ÁÎÔÉÃÉÐÁÔÅÄ ÉÎ ÁÄÖÁÎÃÅ ÏÒ ÏÎÅȭÓ ÉÄÅÁs develop. One may wonder if expert 

crafters will be better at anticipating the process than novices, and if they will 

encounter fewer occasions of unexpected material behaviour, simply because 

they are more knowledgeable of their materials. This is likely to be true, however 

even the more experienced crafters among the participants (Jim, John, Mary, 

Tina) still encountered plenty of surprises as for them ideas kept evolving and, as 

ÁÐÐÁÒÅÎÔ ÆÒÏÍ -ÁÒÙȭÓ ÑÕÏÔÅȟ ÉÔ ÉÓ ÓÔÉÌÌ ÓÏÍÅÔÉÍÅÓ ÓÕÒÐÒÉÓÉÎÇ ÈÏ× ÃÅÒÔÁÉÎ 

maÔÅÒÉÁÌÓ ÍÁÙ ÒÅÁÃÔȢ ! ÐÁÒÁÌÌÅÌ ÃÁÎ ÆÕÒÔÈÅÒ ÂÅ ÄÒÁ×Î ×ÉÔÈ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÎÅÅÄ 

for self-development; it is likely that more experienced crafters will try new 

techniques, materials, or tools because they continue to pursue surprise and 

discovery when they aÒÅ ÇÅÔÔÉÎÇ ÍÏÒÅ ÓËÉÌÌÅÄ ɉÁÓ ÁÐÐÁÒÅÎÔ ÆÒÏÍ *ÏÈÎȭÓ ÑÕÏÔÅ ÉÎ 

the previous section). Csikszentmihalyi (2010) also asserts that novelty and 

discovery ɀ as often experienced when a participant was surprised in the craft 

process ɀ are crucial aspects of flow, which further illustrates the importance of 

the element of surprise in a craft process, for both novices and experts.  
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Inspiration was brought up by a few of the participants, and appeared to be a 

more apparent topic for the art-focused crafters (Lucy, Tina, Vicky, Carol, Mary), 

who made pieces with primarily aesthetic or communicative functions (Risatti, 

2007). Although certain aspÅÃÔÓ ÏÆ *ÏÈÎȟ 0ÁÕÌȟ ÏÒ *ÉÍȭÓ ÃÒÁÆÔ ÍÁÙ ÂÅ ÃÁÌÌÅÄ 

inspiration ɀ e.g. the ideas and choices around what piece of furniture to make 

for John ɀ they did not refer to getting their ideas as inspiration. It is possible 

that the term is still strongly connected tÏ ÐÅÏÐÌÅȭÓ ÁÓÓÏÃÉÁÔÉÏÎÓ ×ÉÔÈ ÁÒÔȟ ÁÎÄ ÔÈÁÔ 

one would be less likely to think of inspiration in a more traditional craft. 

(Ï×ÅÖÅÒȟ ÔÈÉÓ ×ÁÓ ÏÎÅ ÏÆ ÔÈÅ ÆÅ× ÄÅÍÁÒÃÁÔÉÏÎÓ ÆÏÕÎÄ ÂÅÔ×ÅÅÎ ȬÁÒÔÉÓÔÓȭ ÁÎÄ 

ȬÃÒÁÆÔÅÒÓȭȟ ×ÈÉÃÈ ÓÈÏ×Ó ÃÏÎÆÉÒÍÓ ÔÈÁÔ ÂÏÕÎÄÁÒÉÅÓ ÂÅÔ×ÅÅÎ ÁÒÔ and craft realms 

are fading (e.g. Shiner, 2012, Veiteberg, 2010).  

 

A less prominent theme in the data was the variation between rough and precise 

work, which Pye has addressed as a close approximation (precise) and a more 

disparate approximation (rough) of a particular design (1968). Participants did 

not see this in the same way, as in many cases there was no design they were 

trying to approximate; for them it seemed to have more to do with the need of 

that stage in a project, and their abilities at a certain point in time. Finally, it 

appeared to take a particular kind of person and particular kind of project to 

engage in repairs; for some of the crafters it was more important to be involved 

in the whole project, and moreover sometimes it was just not worth it (e.g. to 

invest time or money in it) to do a repair. Crawford uncovers similar 

considerations in addressing motor cycle repair (2010). It could thus been seen 

that craft processes contained both deliberate actions (precision, choosing craft 

techniques, doing research) and reactions to circumstances (materials behaving 

unexpectedly, ideas evolving, new inspiration and discoveries, and Á ÃÒÁÆÔÅÒȭÓ 

abilities at certain times). 

 

CR AFT  RESU LT 

Similar to craft processes, the results of craft were also strongly craft-specific. 

!ÇÁÉÎȟ ÐÁÒÔÉÃÉÐÁÎÔÓ ÇÁÖÅ ÅØÁÍÐÌÅÓ ÏÆ ÓÏÍÅ ÏÆ ÔÈÅÉÒ ÒÅÓÕÌÔÓȟ ÓÕÃÈ ÁÓ *ÏÈÎȭÓ ÌÁÒÇÅ 

ÂÁÒÎ ×ÈÉÃÈ ÈÅ ÂÕÉÌÔ ÂÙ ÃÏÍÂÉÎÉÎÇ ÁÌÌ ÈÉÓ ÓËÉÌÌÓȟ ,ÕÃÙȭÓ ÍÉØÅÄ ÍÅÄÉÁ ÁÒÔ ÐÉÅÃÅ 
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ÁÒÏÕÎÄ ÁÇÅ ÁÎÄ ÇÅÎÄÅÒȟ ÁÎÄ 6ÉÃËÙȭÓ ÆÕÓÅÄ ÇÌÁÓÓ ÂÏ×ÌÓ ÁÎÄ ÃÏÁÓÔÅÒÓȢ 0ÁÒÔÉÃÉÐÁÎts 

further talked about what to do with the result once it is finished, and how to 

ÐÕÂÌÉÃÉÓÅ ÏÒ ÓÈÏ× ÏÎÅȭÓ ÒÅÓÕÌÔÓȢ 

 What to do with the result once it is finished  

Participants did not always have a clear goal for what to do with the results of 

their craft  and often the process was more important than the result; 

participants seemed to express more enjoyment when talking about the process 

than about the result, and most participants said that they liked the process 

better than the result, or that they liked both. For John the main goal for crafting 

was creating functional objects and he stated that an overarching theme for his 

work waÓ ÔÈÁÔ ÔÈÅ ȬȰÃÒÅÁÔÉÖÅ ÅÌÅÍÅÎÔ ÄÏÅÓ ÎÏÔ ÌÉÅ ÉÎ ÉÔ ÂÅÉÎÇ ÂÅÁÕÔÉÆÕÌ ÏÒ ÂÅÉÎÇ 

ÁÒÔȟ ÂÕÔ ÉÎ ÔÈÅ ÇÏÁÌ ÁÎÄ ÆÕÎÃÔÉÏÎȢȱȭ -ÏÓÔ ÏÆ ÈÉÓ ×ÏÒk was thus put to practical use 

after it is finished. The price-quality ratio was a strong motivator for John:  

ȬȰ)Æ ÙÏÕ ÂÕÙ Á ÇÁÒÄÅÎ ÂÅÎÃÈ ÔÈÁÔ ÉÓ ÁÆÆÏÒÄÁÂÌÅȟ ÉÔ ÉÓ ÏÆÔÅÎ ÎÏÔ ÇÏÏÄ ÑÕÁÌÉÔÙȟ ÁÎÄ 

if you buy the materials and make it yourself you have a much better bench 

ÆÏÒ ÔÈÅ ÓÁÍÅ ÁÍÏÕÎÔ ÏÆ ÍÏÎÅÙȢȱȭ  

Other participants, for example Vicky and Tina, occasionally sold their work, and 

for Vicky, selling scarf, pictures and cards was a way of earning money, alongside 

the workshops and lessons she organised. Paul also occasionally sold the guitars 

he made, and sometimes worked on commission. However, for many 

participants most creations remained stored in their homes, some on the walls, 

ÁÎÄ ÓÏÍÅ ÉÎ ÔÈÅ ÁÔÔÉÃȢ 4ÉÎÁ ÓÁÉÄȡ ȬȰÔÈÅ ÉÄÅÁ ÉÓ ÔÈÁÔ ) ÓÅÌÌ ÍÙ ÐÁÉÎÔÉÎÇÓ ÂÕÔ ÉÆ ) ÄÏÎȭÔȟ 

ÔÈÅÙ ÓÔÁÙ ×ÉÔÈ ÍÅȱȭ ÁÎÄ 6ÉÃËÙ ÃÁÌÌÅÄ ÔÈÅ ÒÅÓÕÌÔÓ ÏÆ ÈÅÒ ÃÒÁÆÔ ȬȰÁ×Ë×ÁÒÄȱȭ ÂÅÃÁÕÓÅ 

she then had to sell it or store them. Another common theme among participants 

was giving their results away and sometimes objects were created for specific 

people, as Carol often did with her jewellery: 

Ȭɍ7ÈÉÌÅ ÓÈÏ×ÉÎÇ ÍÅ ÓÏÍÅ ÏÆ ÈÅÒ ×ÏÒËɎ Ȱ/Èȟ ÔÈÅÓÅ ÁÒÅ ÔÈÅ ÌÁÓÔ ÏÎÅÓ ) ÍÁÄÅȠ ÔÈÅÙ 

were much fun too. [My partner] has a new grandchild and I made two kites, 

one for the youngest child, from silver, and one for the oldest, from copper. 

See, with some things dangling from it. That was much fun to do, I must say, 

×ÉÔÈ ÔÈÅÉÒ ÎÁÍÅÓ ÏÎ ÉÔȢȱȭ  
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Lucy did not sell her work either, and said she did not do much with it after it 

was finished. She had given some pieces to friends or family members who have 

put them up in their homes, about which Lucy felt a mix of pride and 

ÅÍÂÁÒÒÁÓÓÍÅÎÔȢ )ÎÔÅÒÅÓÔÉÎÇÌÙȟ 6ÉÃËÙ ÓÁ× ÈÅÒ ÃÒÅÁÔÉÏÎÓ ÁÓ Á ȬȰÒÅÃÏÒÄ ÏÆ ÌÉÆÅȱȭȡ 

ȬȰ9ÏÕ ÐÕÔ ÓÏ ÍÕÃÈ ÏÆ ÙÏÕÒÓÅÌÆ ÉÎÔÏ ÉÔ ɍ×ÈÉÌÅ ÙÏÕ ÁÒÅ ÍÁËÉÎÇ ÓÏÍÅÔÈÉÎÇɎȢ ) ÌÏÏË 

at some of these pieces and I can remember what I was doing when I did it, 

you know. Sometimes they can be a record of your life or your emotional state 

ÏÒ ×ÈÁÔÅÖÅÒȢȱ ɍȣɎ 4ÈÉÓ ȰÒÅÃÏÒÄ ÏÆ ÌÉÆÅȱ ÉÓ ÒÅÁÌÌÙ ÅØÐÌÉÃÉÔ ÉÎ Á ÂÅÄÓÐÒÅÁÄ ÓÈÅ ÉÓ 

making from little squares of painted silk made in the birthday parties she runs: 

ȰÉÔ ×ÉÌÌ ËÅÅÐ ÇÒÏ×ÉÎÇ ÁÓ ) ÄÏ ÔÈÅ ÓÉÌË ÐÁÉÎÔÉÎÇ ÐÁÒÔÉÅÓȢ 3Ï )ȭÌÌ ÈÁÖÅ ÔÈÅ ËÉÎÄ ÏÆ 

ÍÅÍÏÒÉÅÓ ÏÆ ÁÌÌ ÔÈÅ ÐÁÒÔÉÅÓ )ȭÖÅ ÂÅÅÎ ÁÎÄ ÒÕÎ ÁÓ Á ÂÅÄÓÐÒÅÁÄȢȱȭ 

 (Ï× ÔÏ ÐÕÂÌÉÃÉÓÅ ÏÒ ÓÈÏ× ÏÎÅȭÓ ÒÅÓÕÌÔÓ 

Apart from giving the results of their craft away, participants had various ways 

to show their creations to others. Tina, Mary, and Vicky, for example, all enjoyed 

exhibiting their work. While Tina was trying to find venues for a collection of her 

finished pieces (although it was a bit of a hurdle for her to approach people who 

may make this possible), Mary was more seasoned in doing exhibitions and 

made some pieces especially for certain exhibitions: 

Ȭ#ÕÒÒÅÎÔÌÙ ÓÈÅ ÉÓ ×ÏÒËÉÎÇ ÏÎ Á ÐÁÎÅÌ ÆÏÒ ÁÎ ÅØÈÉÂÉÔÉÏÎ ÁÎÄ ÓÈÅ ÓÁÙÓ ÓÈÅ 

challenges herself to do a piece like that every year: ȰÉÔȭÓ ÌÉËÅ ÄÏÉÎÇ Á ÊÏÕÒÎÁÌ 

article; something you can put on your CV that is equivalent to a journal 

ÁÒÔÉÃÌÅȢȱȭ 

6ÉÃËÙȭÓ ×ÅÅËÅÎÄÓ ×ÅÒÅ ÕÓÕÁÌÌÙ ÆÉÌÌÅÄ ×ÉÔÈ ÇÏÉÎÇ ÔÏ ÃÒÁÆÔ ÆÁÉÒÓȟ ÇÉÖÉÎÇ ÔÁÌËÓ ÏÎ ÓÉÌË 

painting, and organising silk painting birthday parties. Tina further had her own 

portfolio website on which she put her paintings, and Carol kept a photo book 

with pictures of her craft creations. 

 Discussion and summary 

This section has shown as much as the previous one that craft mostly seems to 

happen because participants want to do the activityȠ ÃÒÁÆÔ ÉÓ ȬÁÕÔÏÔÅÌÉÃȭ ɀ ÉÔ ÉÓ ȬÁÎ 

ÅÎÄ ÉÎ ÉÔÓÅÌÆȭ, which gives enjoyment merely from doing it (Csikszentmihalyi, 

2010, p.113). With the exception of John, who is strongly driven by making 

functional objects, for ÍÏÓÔ ÐÁÒÔÉÃÉÐÁÎÔÓȟ ÔÈÅ ÒÅÓÕÌÔ ÏÆ ÔÈÉÓ ÁÃÔÉÖÉÔÙ ÉÓ Á ȬÂÙ-
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ÐÒÏÄÕÃÔȭ ÔÈÁÔ ÈÁÓ ÔÏ ÂÅ ȬÄÅÁÌÔ ×ÉÔÈȭȟ ÅÉÔÈÅÒ ÂÙ ÓÔÏÒÉÎÇ ÉÔȟ ÓÅÌÌÉÎÇ ÉÔ ÏÒ ÇÉÖÉÎÇ ÉÔ Á×ÁÙȢ 

Some participants liked sharing or publicising their work, but if the craft result 

had not been made for anyone in particular, they sometimes appeared too shy to 

do this. Nevertheless, some of the participants seemed to actively work towards 

publicising themselves, even if it meant overcoming a personal threshold. 

 

Interestingly, there were few expressions of craft results being particularly 

cherished; participants did not mention specific pieces that they would never 

discard, or that were particularly important to them. As a tangentially related 

study into cherished objects has shown, crafted objects have the potential to be 

cherished (Golsteijn et al., 2012), but it seems likely that this is a small 

percentage of all craft results that are created in the first place, especially for 

crafters who create a great quantity of objects, such as Vicky. Cherished craft 

results may be those things that are kept over a long time, or given to others, 

such as a paÉÎÔÉÎÇ ÏÆ 4ÉÎÁȭÓ ÆÁÔÈÅÒ-in-law. Participants liked the possibilities their 

craft results gave them to connect with others, e.g. sharing craft results or 

creating things for someone specific (half of the participants had occasionally 

crafted things for specific people). Crafted gifts were often considered more 

personal and more meaningful than purchased gifts, because of the time and 

effort invested in them. As shown, crafted objects may further be functional and 

have a good price-quality raÔÉÏ ɉ*ÏÈÎɊȟ ÏÒ ÐÒÏÖÉÄÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ×ÉÔÈ Á ȬÒÅÃÏÒÄ ÏÆ 

ÌÉÆÅȭ ÂÅÃÁÕÓÅ ÏÆ ÁÌÌ ÔÈÅ ÍÅÍÏÒÉÅÓ ÁÔÔÁÃÈÅÄ ÔÏ ÉÔ ɉ6ÉÃËÙɊȢ &ÕÒÔÈÅÒÍÏÒÅȟ ÅÖÅÎ ÉÆ ÎÏ 

explicit references were made, or no specific reasons could be pinpointed, to why 

their craft results were important to them, participants appeared undisposed to 

discard themȠ 4ÉÎÁȭÓ ÓÔÁÔÅÍÅÎÔ ÔÈÁÔ ÔÈÅ ×ÏÒË ÓÈÅ ÄÏÅÓ ÎÏÔ ÓÅÌÌ ȬȰÓÔÁÙÓ ×ÉÔÈ ÈÅÒȱȭ 

×ÁÓ ÕÔÔÅÒÅÄ ×ÉÔÈ ÁÎ ÁÆÆÅÃÔÉÏÎÁÔÅ ÔÏÎÅȟ ÁÎÄ 6ÉÃËÙ ÓÔÁÔÅÄ ÓÈÅ ȬȰÈÁÓ ÔÏȱȭ ÓÔÏÒÅ ÈÅÒ 

work, apparently unable to throw it away. This implies that craft results may 

always be important, if nothing else because of craft experiences behind them.  
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MATER IALS 

5ÎÓÕÒÐÒÉÓÉÎÇÌÙȟ ÇÅÎÅÒÁÌ ÄÅÓÃÒÉÐÔÉÏÎÓ ÁÎÄ ÏÂÓÅÒÖÁÔÉÏÎÓ ÏÆ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÃÒÁÆÔ 

materials were strongly craft-specific, for example JiÍȭÓ ÕÓÅ ÏÆ ÈÕÍÁÎ ÈÁÉÒȟ 4ÉÎÁȭÓ 

ÏÉÌ ÁÎÄ ÁÃÒÙÌÉÃ ÐÁÉÎÔÓȟ ÁÎÄ 6ÉÃËÙȭÓ ÓÉÌË ÁÎÄ ÏÕÔÌÉÎÅÒ ÍÁÔÅÒÉÁÌȢ #ÒÁÆÔÅÒÓ ÆÕÒÔÈÅÒ 

addressed the materiality of the process; know-how of materials; influences of 

materials on process and result; and exploring, mixing, and recycling materials. 

 The materiality of the process  

Participants spoke enthusiastically about the materiality of the process, and the 

ÆÅÅÌÉÎÇ ÏÆ ×ÏÒËÉÎÇ ×ÉÔÈ ÍÁÔÅÒÉÁÌÓȟ ×ÈÉÃÈ ȬȰÍÁËÅÓ ÙÏÕ ÐÈÙÓÉÃÁÌÌÙ ÔÉÒÅÄȱȭ ɉ*ÏÈÎɊȟ 

but which also was a great draw to crafting for many participants. Paul, for 

example, said he was glad that as part of his education he had to experience 

×ÏÒËÉÎÇ ÂÙ ÈÁÎÄȟ ÅȢÇȢ ÓÁÎÄÉÎÇȟ ÂÅÃÁÕÓÅ ȬȰÙÏÕ ÇÅÔ ÔÈÅ ÆÅÅÌÉÎÇ ÏÆ ÔÈÅ ×ÏÏÄȱȭȢ -ÁÒÙȭÓ 

response to the question why she likes glasswork was as follows: 

ȬȰ) ÌÉËÅ ÔÈÅ ÆÅÅÌ ÏÆ ÉÔȢ ) ÌÉËÅ ÔÈÅ ÆÁÃÔ ÔÈÁÔ ÇÌÁÓÓ ÉÓ Á ÃÏÎÔÉÎÕÉÎÇÌÙ ÍÏÖÉÎÇ 

ÓÕÂÓÔÁÎÃÅȢ ) ÁÂÓÏÌÕÔÅÌÙ ÌÏÖÅ ÇÌÁÓÓ ÂÌÏ×ÉÎÇȠ ÔÈÅ ÆÁÃÔ ÔÈÁÔ ÙÏÕȭÖÅ ÇÏÔ ÉÔ ÉÎ ÙÏÕÒ 

ÈÁÎÄÓȟ φυπ ÄÅÇÒÅÅÓ ×ÏÒÔÈ ÏÆ ÓÔÕÆÆ ɍȣɎ ÐÈÙÓÉÃÁÌÌÙ ÉÎ ÙÏÕÒ ÈÁÎÄÓȟ ×ÅÌÌ ÙÏÕȭÖÅ ÇÏÔ 

a wad of wet newspapÅÒ ÂÅÔ×ÅÅÎ ÙÏÕ ÁÎÄ ÉÔȟ ÂÕÔ ×ÈÅÎ ÉÔȭÓ ÁÔ ÔÈÅ ÅÎÄ ÏÆ ÔÈÅ 

ÂÌÏ×ÉÎÇ ÉÒÏÎ ÏÒ ×ÈÁÔÅÖÅÒ ÙÏÕȭÒÅ ×ÏÒËÉÎÇ ×ÉÔÈȟ ÔÈÉÓ ÒÅÄ ÈÏÔ ÇÌÁÓÓ ÉÓ ÁÃÔÕÁÌÌÙ 

ÌÉÔÅÒÁÌÌÙ ÉÎ ÙÏÕÒ ÈÁÎÄÓ ɍȣɎȢȱȭ 

Similarly, if it was not physical, it was not very interesting to Lucy: 

ȬȰ) ÄÏ Á ÌÏÔ ÏÆ ÐÈÏÔÏgraphy and stuff, and sometimes I get lost in that, but not 

ÁÓ ÍÕÃÈ ÁÓ ) ÃÁÎ ×ÈÅÎ )ȭÍ ÐÒÏÄÕÃÉÎÇ ÍÉØÅÄ ÍÅÄÉÁ ÏÒ ÓÃÕÌÐÔÉÎÇ ÏÒ ÓÏÍÅÔÈÉÎÇ 

ÌÉËÅ ÔÈÁÔȢ )ÔȭÓ ÊÕÓÔ ÔÏÏ Ô×Ï-ÄÉÍÅÎÓÉÏÎÁÌ ÆÏÒ ÍÅȢ ) ÄÏÎȭÔ ËÎÏ×Ȣ )Æ ) ÃÏÕÌÄ ÁÃÔÕÁÌÌÙ 

grab bits of data or film or something ÌÉËÅ ÔÈÁÔȣ ) ÐÒÏÂÁÂÌÙ ×ÏÕÌÄ ÈÁÖÅ 

enjoyed it more a long time ago before it was digitized ɍȣɎ when we were 

ÁÃÔÕÁÌÌÙ ÃÕÔÔÉÎÇ ÆÉÌÍȢ "ÅÃÁÕÓÅ ÔÈÅÎ ) ÃÏÕÌÄ ÓÅÅ ÉÔ ÁÎÄ ÌÁÙ ÉÔ ÏÕÔȟ ) ÄÏÎȭÔ ËÎÏ×ȟ 

and build something. It just feels like too much of an illusion. It bÏÒÅÓ ÍÅȢȱȭ 
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 Know-how of materials  

Many of the participants brought up know-how of their materials and how to 

work with them. For Jim, for example, it was important to know how to work 

×ÉÔÈ ÄÉÆÆÅÒÅÎÔ ÐÅÏÐÌÅȭÓ ÈÁÉÒȟ ÁÎÄ ÅÖÅÎ ÏÎ ÏÎÅ ÐÅÒÓÏÎȭÓ ÈÅÁÄ ÎÏÔ ÁÌÌ hair was the 

same: 

ȬȰ4ÈÅ ÈÁÉÒ ÁÔ ÔÈÅ ÂÁÃË ÏÆ ÔÈÅ ÈÅÁÄ ËÎÏÔÓ ÍÏÒÅ ÅÁÓÉÌÙ ÁÎÄ ÉÔ ÉÓ ÔÈÅÒÅÆÏÒÅ ÅÁÓÉÅÒ 

to backcomb. At the front and top of the head the hair is much smoother and I 

ÈÁÖÅ ÔÏ ×ÏÒË ÏÎ ÔÈÁÔ ÈÁÒÄÅÒȢ !Ô ÔÈÅ ÓÁÍÅ ÔÉÍÅ )ȭÍ ÁÌÓÏ ÍÏÒÅ ÐÅÒÆÅÃÔÉÏÎÉÓÔÉÃ 

for ÔÈÏÓÅ ÐÁÒÔÓ ÂÅÃÁÕÓÅ ÔÈÅÙ ÁÒÅ ÍÏÒÅ ÉÎ ÓÉÇÈÔȢȱȭ 

Tina worked with oil and acrylic paints and knew that with these paints there 

was always time to correct mistakes by painting over them or erasing parts, 

while with aquarelle, which she had tried in the past, a painting was ruined if 

something went wrong. Carol, similarly, knew that when making a piece of 

jewellery from copper she needed to use higher temperatures than with working 

×ÉÔÈ ÓÉÌÖÅÒȡ ȬȰ!Ô ÔÈÅ ÃÏÕÒÓÅ ×Å ÈÁÖÅ ÓÍÁÌÌ ÓÏÌÄÅÒÉÎÇ ÄÅÖÉÃÅÓ ÂÕÔ ×Å ÁÌÓÏ ÈÁÖÅ Á 

ÂÉÇ ÆÌÁÍÅ ×ÉÔÈ ÁÎ ÏØÙÇÅÎ ÔÁÎËȟ ÁÎÄ ÔÈÁÔ ÉÓ ÖÅÒÙ ÅÆÆÅÃÔÉÖÅȢȱȭ 0ÁÕÌ ÔÏÏË Á ÇÒÅÁÔ 

interest in his materials, and not only did he know how to work with the wood to 

make his guitars, he also knew where the wood was from and why it behaved in 

the way it did: 

Ȭ!Ðart from the frets and the strings the whole guitar is made of wood, although 

Paul tells me there is great variation in the types of woods that are used, and 

each type has its own characteristics in working with it, and in how it sounds as 

material for a guitar. Most material variation lies in the back panel of the belly 

and as Paul leafs through sawn backs of guitar bellies standing against the wall 

he informs me: ȰÔÈÉÓ ÉÓ ÆÒÏÍ 3ÃÈ×ÁÒÚ×ÁÌÄȠ ÉÔȭÓ ÆÒÏÍ Á ×ÁÌÎÕÔ ÔÒÅÅȢ )Ô ÈÁÓ Á 

beautiful print so that will be on the back of the guitar. This is cypress; this is 

used for Flamenco guitars. This is Palisander, from India. This is Cocobolo, 

from Central America. This is Madagascar Palisander. Padauk, from Africa. 

!ÎÄ ÔÈÉÓ ÉÓ 3ÁÎÔÏÓ 0ÁÌÉÓÁÎÄÅÒȟ ÆÒÏÍ !ÍÅÒÉÃÁȢȱ He appears to take an interest in 

the background of his materials and their qualities in functioning as a musical 

instrument: Ȱ4ÈÅ ÔÏÐ ÐÁÎÅÌÓ ÁÒÅ ÕÓÕÁÌÌÙ ÍÁÄÅ ÆÒÏÍ ÓÐÒÕÃÅ ×ÏÏÄȢ ɍȣɎ 4ÈÉÓ 

comes from Italy, Germany, Austria, or Czech Republic. There the trees grow 

on heights over 1000 metersȟ ÁÎÄ ÂÅÃÁÕÓÅ ÔÈÅÙ ÇÒÏ× ÓÏ ÈÉÇÈ ÔÈÅÙ ÄÏÎȭÔ ÇÒÏ× 
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much in width each year. And that is important because... look at the graining. 

The annual rings are really close to each other and that gives it its qualities as 

Á ÓÏÕÎÄ ×ÏÏÄȢȱ He continues to tapping the wood while holding it up between 

Ô×Ï ÆÉÎÇÅÒÓ ÔÏ ÌÅÔ ÍÅ ÈÅÁÒ ÔÈÅ ÈÉÇÈ ÐÉÔÃÈÅÄ ÔÏÎÅ ÉÔ ÐÒÏÄÕÃÅÓȢȭ 

 Influences of materials on process and result  

Further, certain materials influenced how crafters could work with them and 

what they could make. Tina, for example, mentioned how making an oil painting 

ÉÓ ȬȰÍÕÃÈ ÍÏÒÅ ÁÂÏÕÔ ÔÈÅ ÃÏÌÏÕÒȱȭ ÔÈÁÎ Á ÄÒÁ×ÉÎÇȟ ×ÈÉÃÈ ÉÎÆÌÕÅÎÃÅÄ ×ÈÁÔ ÓÈÅ 

would produce. John talked about the differences between working with metal 

and wood, and when he would use which material: 

Ȭ7ÏÏÄ ÁÎÄ ÍÅÔÁÌ ÒÅÑÕÉÒÅ ÄÉÆÆÅÒÅÎÔ ÔÏÏÌÓȟ ÓÕÃÈ ÁÓ ÄÉÆÆÅÒÅÎÔ ÄÒÉÌÌÓ ÁÎÄ ÆÉÌÅÓȟ ÁÎÄ 

wood is more elastic than metal so if it does not fit together perfectly you can 

still put something together while this is not possible with metal. Also the ways 

of connecting separate pieces of material are different: ȰÙÏÕ ×ÏÕÌÄÎȭÔ ÃÏÎÎÅÃÔ 

wood with nails or screws if it needs to be beautiful, because you will see 

those parts, but metal can be screwed and then a screw can be beautiful. 

Nowadays metal can be glued, buÔ ) ÕÓÕÁÌÌÙ ÄÏÎȭÔ ÕÓÅ ÇÌÕÅ ÉÎ ÍÅÔÁÌ 

ÃÏÎÓÔÒÕÃÔÉÏÎÓȠ ) ÕÓÅ ×ÅÌÄÉÎÇȟ ÓÃÒÅ×ÉÎÇȟ ÁÎÄ ÒÉÖÅÔÉÎÇȢȱ John adds that he likes 

the challenges of making difficult wood connections because the teeth have to be 

sawed very carefully. Ȱ)Ô ÉÓ ÄÉÆÆÉÃÕÌÔ ÔÏ ÃÏÎÎÅÃÔ Ô×Ï ÐÉÅÃÅÓ of wood in a perfect 

90 degree angle. With metal this is dead easy. I make something out of metal 

ÂÅÃÁÕÓÅ ÔÈÉÓ ÉÓ ÂÅÁÕÔÉÆÕÌȟ ÎÏÔ ÂÅÃÁÕÓÅ ÉÔȭÓ Á ÃÈÁÌÌÅÎÇÅ ɍȣɎȢȱȭ ɉ&ÉÇÕÒÅ τȢ6) 
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Fig. 4.6 )Î *ÏÈÎȭÓ ÇÁÒÄÅÎ ÂÅÎÃÈ ÔÈÅ ×ÏÏÄ ÉÓ ÃÏÎÎÅÃÔÅÄ ×ÉÔÈ ÐÉÎÓ ÔÈÁÔ ÓÌÏÔ ÉÎÔo other pieces 

of wood, instead of with screws, because this gives a more beautiful result.   

 

Exploring, mixing, and recycling materials.  

Most of the participants had experience working with different materials, and 

they had developed their own preferencesȢ 6ÉÃËÙȭÓ ÍÁÉÎ ÃÒÁÆÔÓ ×ÅÒÅ ÈÁÎÄ-

ÐÁÉÎÔÉÎÇ ÓÉÌË ÁÎÄ ÆÕÓÉÎÇ ÇÌÁÓÓȟ ÂÕÔ ÓÈÅ ÄÉÄ Á ÖÁÒÉÅÔÙ ÏÆ ÔÈÉÎÇÓ ÏÎ ÔÈÅ ÓÉÄÅȟ ÏÒ ȬȰÆÏÒ 

ÆÕÎȱȭ ÁÓ ÓÈÅ ÃÁÌÌÅÄ ÉÔȟ ÓÕÃÈ ÁÓ ÐÁÔÃÈ×ÏÒËȟ ËÎÉÔÔÉÎÇȟ ÓÔÁÍÐÉÎÇȟ ÅÍÂÒÏÉÄÅÒÙȟ 

photography. Lucy also had had the opportunity to work in many different 

studios in art education, such as a steel studio and a painting studio, and she 

ÆÏÕÎÄ ÔÈÁÔ ÓÈÅ ÁÌ×ÁÙÓ ÔÅÎÄÅÄ ÔÏ ÍÉØ ÈÅÒ ÍÁÔÅÒÉÁÌÓȡ ȬȰÅÖÅÎ ×ÈÅÎ ) ×ÁÓ ÐÁÉÎÔÉÎÇ ) 

×ÁÓ ÁÌ×ÁÙÓ ÓÔÉÃËÉÎÇ ÐÉÅÃÅÓ ÏÆ ×ÏÏÄ ÏÎ ÉÔ ɍȣɎ ÓÏ ) ÃÏÕÌÄÎȭÔ ÊÕÓÔ ÐÁÉÎÔȢ ɍȣɎ )ȭÍ not 

intÅÒÅÓÔÅÄ ÉÎ ÐÁÉÎÔȠ ÉÔȭÓ ÊÕÓÔ Á ÂÉÔ ÆÌÁÔȢȱȭ -ÉØÉÎÇ ÍÁÔÅÒÉÁÌÓ ÁÐÐÅÁÒÅÄ ÔÏ ÂÅ ÑÕÉÔÅ 

ÃÏÍÍÏÎȟ ÅÖÅÎ ÆÏÒ ÐÁÒÔÉÃÉÐÁÎÔÓ ×ÈÏ ÄÉÄ ÎÏÔ ÃÁÌÌ ÔÈÅÍÓÅÌÖÅÓ ÅØÐÌÉÃÉÔÌÙ ȬÍÉØÅÄ 

ÍÅÄÉÁ ÁÒÔÉÓÔÓȭȟ ÁÓ ,ÕÃÙ ÄÉÄȢ 4ÉÎÁ ÈÁÄ ÄÏÎÅ ÐÁÉÎÔÉÎÇÓ ȬÂÙ ÇÌÕÉÎÇ ÄÉÆÆÅÒÅÎÔ ÍÁÔÅÒÉÁÌÓȟ 

such as sand, cÌÏÔÈȟ ÐÁÐÅÒȟ ÏÒ ÍÅÔÁÌȟ ÏÎ Á ÐÁÎÅÌ ÁÎÄ ÃÏÖÅÒÉÎÇ ÔÈÅÍ ×ÉÔÈ ÐÁÉÎÔȭ (See 

Figure 4.7). *ÏÈÎ ÈÁÄ ÍÁÄÅ ȬȰÃÏÍÐÌÅÔÅ ÍÁÃÈÉÎÅÓȱȭȟ ÃÏÎÓÉÓÔÉÎÇ ÏÆ ÍÁÔÅÒÉÁÌÓ ÓÕÃÈ ÁÓ 

wood or metal, electronics, and sometimes software. Mary also combined her 

ÇÌÁÓÓ ×ÏÒË ×ÉÔÈ ȬȰÆÏÕÎÄ ÍÁÔÅÒÉÁÌÓȱȭȟ ÓÕÃÈ ÁÓ ÐÉÅÃÅÓ ÏÆ ÃÁÂÌÅ ÏÒ ÃÏÐÐÅÒ ×ÉÒÅȠ ÁÎÄ 

ÍÉØÅÄ ÇÌÁÓÓ ÏÆ ÄÉÆÆÅÒÅÎÔ ÓÏÕÒÃÅÓȟ ÁÎÄ ,ÕÃÙ ÔÒÉÅÄ ÔÏ ÂÒÉÎÇ ÔÏÇÅÔÈÅÒ ȬȰÒÅÁÌÌÙ ÓÏÒÔ ÏÆ 

disparate objects, like, I made one for someone that had nails but it also used a 

ÌÏÔ ÏÆ ÌÁÃÅȱȭȡ 
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Ȭɍ,ÕÃÙɎ ÉÓ ÁÌ×ÁÙÓ ÇÁÔÈÅÒing materials to include in art works ȰÓÏ ÔÈÅÙ ÁÒÅ ÔÈÅÒÅ 

ÁÔ ÈÁÎÄȟ ×ÈÅÔÈÅÒ ÉÔȭÓ ÊÕÓÔ Á ÂÕÎÃÈ ÏÆ ÓÃÒÁÐÓȟ ɍȣȢɎ ÏÒ ÏÎ ÍÙ ÔÁÂÌÅ ÎÏ× ÉÓ Á ÓÅÔ ÏÆ 

ÐÈÏÔÏÃÏÐÉÅÓ ÏÆ ÉÍÁÇÅÓ ) ×ÁÎÔ ÔÏ ÒÅ×ÏÒËȢȭ In her old studio she similarly had 

boxes filled with a variety of materials: ȬÂÕÔÔÏÎÓ ÁÎÄ ÚÉÐÐÅÒÓ ÁÎÄ ÆÅÁÔÈÅÒÓ ÁÎÄ 

ÌÅÁÔÈÅÒȟ ÊÕÓÔ ÅÖÅÒÙÔÈÉÎÇȢȱȭ  

Lucy further enjoyed exploring materials and media: 

ȬȰ)ȭÍ ÒÅÁÌÌÙ ÉÎÔÅÒÅÓÔÅÄ ÉÎ ÍÅÄÉÁȢ )ȭÍ ÒÅÁÌÌÙ ÉÎÔÅÒÅÓÔÅÄ ÉÎ ÈÏ× ÆÁÒ ×Å ÃÁÎ ÐÕÓÈ Á 

ÃÁÎÖÁÓ ÏÒ ÈÏ× ÆÁÒ ×Å ÃÁÎȣ ÙÏÕ ËÎÏ×ȟ ÉÎ ÔÈÅ ÍÁÔÅÒÉÁÌÓ Ôhemselves. So, what 

will happen with the photograph when we paint on top of it? And stick it to 

the back of something else and put glue on that and then on top of there put 

ÏÎȣ ) ÄÏÎȭÔ ËÎÏ×ȟ ÈÕÍÁÎ ÈÁÉÒȟ ÁÎÄ ÁÌÌ ÔÈÉÓ ËÉÎÄ ÏÆ ÓÔÕÆÆȢȱȭ 

Finally, John liked to recycle materials or reuse the materials of pieces of 

furniture he accumulated, both because he did not like to waste, and because it 

would have a better result: 

Ȭɍ*ÏÈÎɎ ÌÉËÅÓ ÉÔ ×ÈÅÎ Á ÍÁÔÅÒÉÁÌ ÉÓ ÎÏÔ ÄÉÓÐÏÓÅÄ ÏÆ ÂÕÔ ÉÓ ÒÅÕÓÅÄȟ ÁÎÄ ÔÈÅ ÆÁÃÔ ÔÈÁÔ 

a dirty piece of wood can become a beautiful new piece of furniture. Ȱ/ÆÔÅÎ 

[used] material is also better: if you go to a store and buy wood, you have no 

idea how this will behave, but if you have used material you know that 

someone has already thought about this and has carefully selected this 

material. This [wood] should be a window frame, it has been a window frame, 

and has served its purpose as a window frame. So then you know: this is good 

ÍÁÔÅÒÉÁÌ ÆÏÒ Á ×ÉÎÄÏ× ÆÒÁÍÅȢȱȭ 
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Fig. 4.7 /ÎÅ ÏÆ 4ÉÎÁȭÓ ×ÏÒËÓ ÉÎ ÐÒÏÇÒess: she is mixing materials by gluing pieces of cloth 

and wires on a wooden panel and painting around and on top of these.  

 

 Discussion and summary 

Unsurprisingly, and in line with craft literature, materials and materiality appear 

to be a big draw for making for the participants, and the materiality of the 

process often gave them enjoyment. The reason for this seems to be, quite 

straight-forward, the sense of feeling a material, grabbing it, touching it, and re-

working it with hands or tools. Craft materials are thus, in the first place, 

malleable. Participants further wanted to understand their craft materials; how 

they behave; what can be done with them; and how to work with them. This 

understanding was reached through trying out, and exploring the possibilities 

with, different materials, each with their own range of possibilities and 

characteristics. Craft materials are thus also fathomable, and distinctive. However, 

craft materials can also be unpredictable, for example -ÁÒÙȭÓ ÇÌÁÓÓȢ &ÕÒÔÈÅÒÍÏÒÅȟ 

0ÁÕÌȭÓ quote about the different types of wood illustrates that the origin of a craft 

ÍÁÔÅÒÉÁÌȟ ÁÎÄ ÉÔÓ ȬÌÉÆÅȭ ÂÅÆÏÒÅ ÂÅÉÎÇ Á ÃÒÁÆÔ ÍÁÔÅÒÉÁÌȟ ÇÒÅÁÔÌÙ ÄÅÔÅÒÍÉÎÅÓ ×ÈÁÔ ÏÎÅ 

ÃÁÎ ÄÏ ×ÉÔÈ ÉÔȢ 4ÈÉÓ ÁÌÓÏ ÓÔÒÏÎÇÌÙ ÃÏÍÅÓ ÁÃÒÏÓÓ ÉÎ *ÏÈÎȭÓ ÅØÁÍÐÌÅ ÏÆ ÒÅÃÙÃÌÉÎÇ 

materials that had previously been used for a certain purpose. Craft materials are 

thus also autonomous; they exist separately from the crafter and cannot always 

easily be controlled. In a way, it can be said a crafter has to engage in a dialogue 
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with the craft material, in which understanding must be reached before results 

can be achieved.  

 

T O O LS 

Unsurprisingly, most tools that were addressed in the interview with physical 

crafters were physical; while two participants, John and Lucy, explicitly 

compared their physical crafts and tools to their digital practices (see Chapters 7 

and 8)Ȣ 0ÈÙÓÉÃÁÌ ÔÏÏÌÓ ÉÎÃÌÕÄÅÄ *ÉÍȭÓ ÃÏÍÂȟ 4ÉÎÁȭÓ ÄÉÆÆÅÒÅÎÔ ÓÉÚÅÓ ÏÆ ÂÒÕÓÈÅÓȟ 

-ÁÒÙȭÓ ÇÌÁÓÓ ÍÏÕÌÄÓȟ 6ÉÃËÙȭÓ ËÉÌÎȟ ÁÎÄ 0ÁÕÌȭÓ ÃÏÌÌÅÃÔÉÏÎ ÏÆ ÃÈÉÓÅÌÓȟ ÆÉÌÅÓȟ ÅÌÅÃÔÒÉÃ 

saws and sanding machines. Participants also talked about how they acquired 

their tools, how they worked with them, and how they chose which tool to use. 

 Acquisition of tools  

Many tools were bought at some point by the participants and accumulated over 

the years, such as paint brushes, saws, screwdrivers, files, and even more 

ÅØÐÅÎÓÉÖÅ ÄÅÖÉÃÅÓ ÓÕÃÈ ÁÓ 6ÉÃËÙȭÓ ËÉÌÎȢ 0ÁÕÌ ÆÕÒÔÈÅÒ ÍÅÎÔÉÏÎÅÄ ÔÈÁÔ ÈÅ ÈÁÄ ÔÏ 

ÐÒÉÏÒÉÔÉÚÅ ×ÈÅÎ ÈÅ ÓÔÁÒÔÅÄ ÇÕÉÔÁÒ ÂÕÉÌÄÉÎÇ ȬȰÁÓ Á ÈÏÂÂÙȱȭȠ ÈÅ ÂÏÕÇÈÔ ÔÈÏÓÅ ÔÈÉÎÇÓ 

he could afford and made do for the rest of the process. More interestingly, 

several participants mentioned making their own tools, or someone else making 

tools for them. John, for example said: 

ȬȰ7ÈÅÎ ÙÏÕ ÁÒÅ ×ÏÒËÉÎÇ ÏÎ ÒÅÐÅÁÔÅÄ ÔÁÓËÓ ÁÎÄ ÉÔ ÉÓ ÔÏÉÌÓÏÍÅ ÔÏ ÄÏ ÓÏÍÅÔÈÉÎÇ 

ÁÎÄ ÔÈÅÒÅȭÓ Á ÃÅÒÔÁÉÎ ÒÅÐÅÁÔÅÄ ÐÁÔÔÅÒÎȟ ÙÏÕ ÓÔÁÒÔ ÔÈÉÎËÉÎÇȡ Ȭ#ÁÎ ) ÄÏ ÔÈÉÓ 

ÄÉÆÆÅÒÅÎÔÌÙȟ ÓÍÁÒÔÅÒȟ ÏÒ ÓÏ ÔÈÁÔ ÉÔ ÍÁËÅÓ ÍÅ ÌÅÓÓ ÔÉÒÅÄȩȭ !ÎÄ ÔÈÅÎ ÉÔ ÃÁÎ ÂÅ Á 

challenge to come up with something for that, and a challenge to make that. 

And that is very rewarding when you succeed and when it works as you had 

ÉÎÔÅÎÄÅÄȢȱȭ 

He said that some things he made turned out to be even better than expected and 

were even suitable for other purposes. Paul also made his own tools: 

Ȭ!Ó ) ÌÏÏË ÁÒÏÕÎÄ ɍ0ÁÕÌȭÓɎ ×ÏÒËÓÈÏÐ ) ÓÅÅȟ ÁÐÁÒÔ ÆÒÏÍ ÁÎ ÉÍÐÒÅÓÓÉÖÅ ÃÏÌÌÅÃÔÉÏÎ ÏÆ 

the obvious tool such as saws, chisels, and files, many devices and tools that are 

unknown to me. Paul explains to me that he makes these himself to support 

parts of the process: Ȱ-ÏÓÔ ÏÆ ÔÈÅ ×ÏÒË ÉÎÖÏÌÖÅÄ ÉÎ ÂÕÉÌÄÉÎÇ Á ÇÕÉÔÁÒ ÉÓ 

precision work and each time you have to measure something there is risk of 
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ÅÒÒÏÒȟ ÓÏ ÙÏÕ ÓÔÁÒÔ ÌÏÏËÉÎÇ ÆÏÒ ×ÁÙÓ ÔÏ ÌÉÍÉÔ ÔÈÉÓ ÒÉÓË ÁÎÄ ÃÒÅÁÔÅ ÔÏÏÌÓ ÆÏÒ ÔÈÉÓȢȱ 

He modestly adds that the ideas for these tools do not all come from him, but 

also from colleagues, books and the internet. His self-made tools range from 

hand-powered tools, such as a large round, slightly hollow sanding disc for 

ÓÁÎÄÉÎÇ ÔÈÅ ÔÏÐ ÐÁÎÅÌ ÏÆ ÔÈÅ ÇÕÉÔÁÒȭÓ ÂÅÌÌÙȟ ÁÎÄ Á ÃÏÍÐÁÓÓ ×ÉÔÈ Á ÃÈÉÓÅÌ ÔÏ ÃÕÔ ÏÕÔ 

a circular groove for the rosette around the sound hole, to advanced electronic 

devices, such as a sanding machine for sanding the large, thin wooden panels for 

the top and bottom of the belly, and an intricately looking device for bending the 

ÔÈÉÎ ÐÁÎÅÌÓ ÆÏÒ ÔÈÅ ÓÉÄÅÓ ÏÆ ÔÈÅ ÂÅÌÌÙ ×ÉÔÈ ÔÈÅ ÁÉÄ ÏÆ Á ÈÅÁÔÉÎÇ ÅÌÅÍÅÎÔȢȭ (See 

Figure 4.8) 

 

 

Fig. 4.8 0ÁÕÌȭÓ ÓÅÌÆ-ÍÁÄÅ ÅÌÅÃÔÒÏÎÉÃ ÔÏÏÌ ÆÏÒ ÂÅÎÄÉÎÇ ÔÈÅ ÔÈÉÎ ÓÉÄÅ ÐÁÎÅÌÓ ÏÆ ÔÈÅ ÇÕÉÔÁÒȭÓ 

belly with the aid of a heating element.  

 

Paul enjoyed making his own tools, coming up with the idea to do something 

different and finding out that iÔ ×ÏÒËÓ ÁÓ ÉÎÔÅÎÄÅÄȠ ȬȰ4ÈÁÔ ÉÓ ×ÏÎÄÅÒÆÕÌȱȭȢ #ÁÒÏÌ 

had some tools dedicated for jewellery making that her partner made for her 

after watching her work, ȬÓÕÃÈ ÁÓ ÓÅÖÅÒÁÌ ÓÉÚÅÓ ÏÆ ÒÏÕÎÄ ÓÔÉÃËÓ ÁÎÄ ÂÌÏÃËÓ ÏÆ ×ÏÏÄ 

ÃÏÖÅÒÅÄ ×ÉÔÈ ÓÁÎÄÉÎÇ ÐÁÐÅÒȢȭ Finally, Vicky had composed her own silk painting 
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kit to use for the birthday parties she organised because she was unsatisfied with 

ÅØÉÓÔÉÎÇ ËÉÔÓȢ !ÐÁÒÔ ÆÒÏÍ ÄÅÌÉÂÅÒÁÔÅÌÙ ÍÁËÉÎÇ Á ÔÏÏÌ ÔÏ ÓÕÐÐÏÒÔ ÔÈÅ ×ÏÒËȟ *ÉÍȭÓ 

tools got perfected through use as they wore out: 

Ȭ) ÎÏÔÉÃÅ Ôhat the comb Jim is using has half and full pins and I ask him if he buys 

his combs like this or if he tailors them himself: Ȱ4ÈÅ ÐÉÎÓ ÊÕÓÔ ÂÒÅÁË ÏÆÆ ÆÒÏÍ ÔÈÅ 

backcombing, but actually it works best when not all pins are of the same 

length; it knots up the hair better. We save up broken combs for 

ÂÁÃËÃÏÍÂÉÎÇȢȱȭ 

 Handling tools  

In a similar vein to the materiality of the process of crafting, some participants 

ÔÁÌËÅÄ ÁÂÏÕÔ ÔÈÅ ȬÆÅÅÌÉÎÇȭ ÏÆ ×ÏÒËÉÎÇ ×ÉÔÈ Á ÃÅÒÔÁÉÎ ÔÏÏÌȢ !Ó ÍÅÎÔÉÏÎÅÄ, 0ÁÕÌȭÓ 

self-made tools consisted of both hand-powered and machine-powered tools, 

and the same was true for the tools he bought. He talked about the difference in 

working with hand-powered and machine-powered tools:  

ȬɍȣɎ ɍ0ÁÕÌɎ tells me that at his training he had to do everything by hand, for 

example using sanding paper, planes, and scrapers, but he now uses electronic 

devices where possible: Ȱ) ÈÁÄ ÔÏ ÄÏ ÉÔ ɍ×ÏÒËÉÎÇ ÂÙ ÈÁÎÄɎ ÁÎÄ ) ÁÍ ÇÌÁÄ )ȭÖÅ ÈÁÄ 

ÔÏ ÄÏ ÔÈÁÔȟ ÂÅÃÁÕÓÅ ÙÏÕ ÓÔÉÌÌ ÇÅÔ ÔÈÅ ÆÅÅÌÉÎÇ ÏÆ ÔÈÅ ×ÏÏÄȢ 7ÈÅÎ ÙÏÕȭÒÅ ÕÓÉÎÇ Á 

plane ÏÎ ×ÏÏÄ ÏÒ Á ÓÁÎÄÉÎÇ ÍÁÃÈÉÎÅȟ ÔÈÁÔȭÓ Á ÖÅÒÙ ÄÉÆÆÅÒÅÎÔ ÅØÐÅÒÉÅÎÃÅȢ 3Ï 

ÔÈÁÔ ÈÁÓ ÂÅÅÎ ÇÏÏÄȟ ÂÕÔ ) ÔÈÉÎË ÉÔȭÓ ÓÌÁÖÅÒÙȢȱȭ 

3ÉÍÉÌÁÒÌÙ ÔÏ 0ÁÕÌȭÓ ÌÁÓÔ ÒÅÍÁÒËȟ -ÁÒÙ ÃÁÌÌÅÄ ÐÏÌÉÓÈÉÎÇ ÈÅÒ ÇÌÁÓÓ ÐÉÅÃÅÓ ÂÙ ÈÁÎÄ ȬȰȬÁ 

ÂÉÔ ÁÒÄÕÏÕÓ ÁÎÄ ÔÅÄÉÏÕÓȱȭȢ !ÌÔÈÏÕÇÈ ÈÁÎÄ-work gave a better feeling of the 

material, the process could be quite tiresome. As such, crafters often chose 

machine-powered tools where possible. 

 Choosing which tools to use 

In contrast to the tools that were self-made to support specific parts of the 

process, most other tools used by participants were quite universal ɀ they could 

ÂÅ ÕÓÅÄ ÆÏÒ ÏÔÈÅÒ ÃÒÁÆÔÓ ÁÓ ×ÅÌÌ ÁÓ ÆÏÒ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔȭÓ ÓÐÅÃÉÆÉÃ ÃÒÁÆÔ ɀ such as the 

aforementioned saws, chisels, files, paint brushes, hammer, rulers, pliers, and 

,ÕÃÙȭÓ ÍÁÉÎ ÔÏÏÌȡ Á Çlue gun. However, participants often owned a large variety 

of such universal tools, because which tool was used depended greatly on the 

desired result and the material one was working with: 
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Ȭ)Î ÈÉÓ ÅØÔÅÎÓÉÖÅ ×ÏÒËÓÈÏÐ *ÏÈÎ ÈÁÓ Á ÌÁÒÇÅ ÖÁÒÉÅÔÙ ÏÆ ÔÏÏÌÓȟ Á ÃÏmbination of 

hand-powered and machine-powered tools. He explains that this is necessary 

because not only do wood and metal require different tools, ȰÍÅÔÁÌ ÃÈÉÓÅÌÓ ÁÒÅ 

much harder than wood chisels; wood chisels need to be razor-sharp, but 

metal chisels donȭÔ ÈÁÖÅ ÔÏ ÂÅ ÔÈÁÔ ÓÈÁÒÐȱȟ even different metals, such as 

stainless steel or aluminium, require different tools. Ȱ) ÈÁÖÅ ÓÁ×Óȟ ÓÁÎÄÉÎÇ 

machines, milling machines and drills in all sorts and sizes, because each job 

ÄÅÍÁÎÄÓ ÉÔÓ Ï×Î ÍÁÃÈÉÎÅȢȱȭ ɉ3ÅÅ &ÉÇÕÒÅ τȢ9) 

At an even more universal level, both Lucy and Tina indicated to use anything 

they could find, anything that was available, both in terms of materials and tools: 

Ȭɍ4ÉÎÁɎ ÆÕÒÔÈÅÒ ÔÅÌÌÓ ÍÅ ÁÂÏÕÔ ÐÁÉÎÔÉÎÇÓ ÓÈÅ ÈÁÓ ÍÁÄÅ ÂÙ ÇÌÕÉÎÇ ÄÉÆÆÅÒÅÎÔ 

materials, such as sand, cloth, paper, or metal, on a panel and covering them 

with paint. And in the process of creation everything is allowed to get a desired 

effect: ȰÓÏÍÅÔÉÍÅÓ ) ÕÓÅ ÍÙ ÆÉÎÇÅÒÓ ÔÏ ÍÁËÅ ÇÒÁÄÉÅÎÔÓȟ ÏÒ Á ÃÌÏÔÈȟ ÏÒ ) ÕÓÅ Á 

piece of paper to scrape paint off aÇÁÉÎȢ ɍȣɎ ) ÕÓÅ ÅÖÅÒÙÔÈÉÎÇ ) ÈÁÖÅ ÁÔ ÈÁÎÄȢȱȭ 

In contrast to these universal tools, a few participants had dedicated tools for 

ÔÈÅÉÒ ÃÒÁÆÔȟ ÓÕÃÈ ÁÓ #ÁÒÏÌȭÓ ȬÍÅÁÓÕÒÉÎÇ ÓÅÔ ÆÏÒ ÒÉÎÇ ÓÉÚÅÓȟ ÁÎÄ Á ÓÅÔ ÏÆ ÄÏÍÅÄ ÍÏÕÌÄÓ 

ÆÏÒ ÍÁËÉÎÇ ÓÐÈÅÒÉÃÁÌ ÓÈÁÐÅÓȭȟ ÁÎÄ 6ÉÃËÙȭÓ ÇÌass-cutter. 

 

 

Fig. 4.9 John had a large variety of different tools (e.g. files and chisels) he use d to work 

with different materials.  

 

Sometimes the choice of tool was determined by the risks involved in that step of 

the process. Paul said he used hand-tools to limit risks for some precise parts of 

the process, ȬÓÕÃÈ ÁÓ ÕÓÉÎÇ Á ÃÈÉÓÅÌ ×ÈÅÎ ÍÁËÉÎÇ ÔÈÅ ÇÒÏÏÖÅ ÆÏÒ ÔÈÅ ÒÏÓÅÔÔÅȡ ȰÓÏÍÅ 

ÐÅÏÐÌÅ ÄÏ ÉÔ ×ÉÔÈ Á ÍÉÌÌÉÎÇ ÃÕÔÔÅÒȟ ÂÕÔ ÉÔȭÓ ÒÉÓËÙȡ ÉÔ ÅÁÓÉÌÙ ÔÁËÅÓ ÏÕÔ ÃÈÕÎËÓ ÏÆ 

×ÏÏÄȢȱȭ &ÉÎÁÌÌÙȟ ,ÕÃÙ ÍÅÎÔÉÏÎÅÄ ÓÈÅ ×ÁÓ ÌÉÍÉÔÅd in what she wanted to do 
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because she could not acquire and maintain the tools she needed within her 

lifestyle: 

Ȭɍ!ÆÔÅÒɎ ÌÅÁÖÉÎÇ ÔÈÅ ÓÃÈÏÏÌ ÅÎÖÉÒÏÎÍÅÎÔ ɍ,ÕÃÙɎ ÆÏÕÎÄ ÔÈÁÔ ÉÔ ×ÁÓ ÈÁÒÄ ÔÏ 

maintain these crafts [sculpture, steel sculpture and pottery]; due to travelling 

ÁÎÄ ÍÏÖÉÎÇ ÐÌÁÃÅ ÏÆ ÒÅÓÉÄÅÎÃÅ ÏÆÔÅÎ ÉÔ ×ÁÓ ÈÁÒÄ ÔÏ ÓÅÔ ÕÐ Á ÓÔÕÄÉÏȢȭ 

 Discussion and summary 

Similar to the previous section on materials, also craft tools require a certain 

level of knowledge, in choosing which tool to use for which task. Interestingly, 

participants did not talk much about the physical skills needed to work with a 

particular tool, and many of the actual actions that were done with tools, e.g. 

backcombing, painting, putting glass in a mould, sanding wood, seemed quite 

repetitive  and straight-forward. Although undoubtedly these actions require fine 

motor skills and practise, participants seemed to take this for granted and 

instead focused the discussion on the selection of tools. Tool use, just like craft-

specific skills, thus appÅÁÒÓ ÔÏ ÂÅ ÁÎÏÔÈÅÒ ÁÓÐÅÃÔ ÏÆ ÃÒÁÆÔÅÒÓȭ ÔÁÃÉÔ ËÎÏ×ÌÅÄÇÅ.  

 

When looking at the difference between hand-tools and machines, Mary and Paul 

expressed that working by hand can limit risks, but can also be tedious. While 

handwork is sometimes highlighted as a characteristic of craft, Pye says: 

ȬȰÈÁÎÄÉÃÒÁÆÔȱ ÁÎÄ ȰÈÁÎÄ-ÍÁÄÅȱ ÁÒÅ ÈÉÓÔÏÒÉÃÁÌ ÏÒ ÓÏÃÉÁÌ ÔÅÒÍÓȟ ÎÏÔ ÔÅÃÈÎÉÃÁÌ ÏÎÅÓȢȭ 

(1968, p.10). It is not about which tools are used, if these are hand-driven, or the 

quantity of produced objects; instead, it centres on an inaccurate portrayal of the 

ideals of the Arts and Craft movement that states that before the Industrial 

Revolution everything was made without machines (Pye, 1968). For the 

participants, just like for Pye, it did not seem to matter much if their tools were 

hand-powered or machine-powered; as apparent fÒÏÍ 0ÁÕÌȭÓ ÏÐÉÎÉÏÎȡ ÉÔ ÉÓ ÇÒÅÁÔ 

to have had the experience of working by hand, but there is no shame in using 

machines where this is more efficient. 

 

Interestingly, there seems to be a scale of universality of tools. On the most 

universal level, participants used anything at hand, which may not even be tools, 

ÓÕÃÈ ÁÓ 4ÉÎÁȭÓ ÕÓÅ ÏÆ ÈÅÒ ÆÉÎÇÅÒÓȟ ÁÎÄ ,ÕÃÙ ÁÎÄ 4ÉÎÁȭÓ ÕÓÅ ÏÆ ÁÎÙÔÈÉÎÇ ÔÈÅÙ ÃÏÕÌÄ 
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find. Moving along the scale, next are universal craft tools that can be used for 

multiple different crafts, such as saws, chisels, pliers, brushes. One step further 

along the scale are material or craft-ÓÐÅÃÉÆÉÃ ÔÏÏÌÓȟ ÓÕÃÈ ÁÓ *ÏÈÎȭÓ ÄÅÄÉÃÁÔÅÄ ÉÒÏÎ 

ÆÉÌÅÓ ÁÎÄ #ÁÒÏÌȭÓ ÄÏÍÅÄ ÍÏÕÌÄÓȢ !ÎÄ ÆÉÎÁÌÌÙȟ ÔÈÅ ÍÏÓÔ ÓÐÅÃÉÆÉÃ ÌÅÖÅÌ ÏÆ ÔÏÏÌÓ ÁÒÅ 

those crafter-specific tools that are made by the crafter to suit his or her specific 

needs, or that are worn out by the crafter in ways that make the tools more 

ÅÆÆÅÃÔÉÖÅȟ ÓÕÃÈ ÁÓ 0ÁÕÌȭÓ ÈÏÍÅÍÁÄÅ ÔÏÏÌÓ ÁÎÄ *ÉÍȭÓ ÃÏÍÂȢ !ÌÔÈÏÕÇÈ ÍÁËÉÎÇ ÏÎÅȭÓ 

own tools requires more dedication and creativity than wearing out tools, there 

×ÁÓ ÓÔÉÌÌ Á ÃÏÎÓÃÉÏÕÓ ÐÒÏÃÅÓÓ ÂÅÈÉÎÄ *ÉÍȭÓ ÄÅÄÉÃÁÔÅÄ ÔÏÏÌÓ ÂÅÃÁÕÓÅ ÂÒÏËÅÎ ÃÏÍÂÓ 

were kept especially for backcombing; this indicates an awareness of specific 

craft tool requirements and an ingenuity in acquiring those tools while they 

could not readily be bought. As shown, both examples in the last category arose 

from certain needs in the craft process, e.g. the need for precision and limiting 

risks (Paul) or efficiency (Jim). It could thus be argued that the use of dedicated 

tools supports a more goal-driven process, while the use of universal tools may 

ÅÎÃÏÕÒÁÇÅ ÍÏÒÅ ÅØÐÅÒÉÍÅÎÔÁÔÉÏÎȟ ÁÓ ÃÁÎ ÂÅ ÓÅÅÎ ÆÒÏÍ 4ÉÎÁ ÁÎÄ ,ÕÃÙȭÓ ÅØÁÍÐÌÅÓȢ 

As a middle ground, universal tools often seemed to encourage experimentation 

but also left room for improvÅÍÅÎÔȟ ÓÕÃÈ ÁÓ #ÁÒÏÌȭÓ partner identifying a need for 

ÍÏÒÅ ÄÅÄÉÃÁÔÅÄ ÔÏÏÌÓȟ ÁÎÄ *ÏÈÎȭÓ ÇÒÁÄÕÁÌ ÁÃÑÕÉÓÉÔÉÏÎ ÏÆ ÍÏÒÅ ÄÅÄÉÃÁÔÅÄ ×ÏÏÄ 

and metal tools. Whichever the needs and goals of the craft process, craft tools 

seem to occupy a space on the universality scale, and it seems to be a craft-

specific requirement, as well as personal preference if more universal or more 

dedicated tools are used. 

 

SOC IAL  ASPEC TS 

Social aspects emerged as one of the larger themes in the data (after Learning & 

Skills, and Motivation & Interest), despite the fact that it was not an anticipated 

topic in the interview schedule. Participants talked about how they learned, 

taught, and collaborated with others in the craft process, and involved others 

with the craft result. 
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 Learning fro m others 

Some of the participants had had the opportunity to learn from others in an 

educational setting, such as Lucy in art school, albeit in quite a free format: 

ȬȰ7Å ÊÕÓÔ ÈÁÎÇ ÏÕÔ ÉÎ ÔÈÅ ÓÔÕÄÉÏ ÁÎÄ ×ÈÁÔÅÖÅÒ ×Å ×ÁÎÔÅÄ ÔÏ ÄÏ ×Å ÄÉÄȟ ÓÏ ×Å 

had a steel studio, and a painting studio, so all of our classes were very hands-

ÏÎȢ )Æ ÙÏÕ ×ÁÎÔÅÄ ÔÏ ÂÅ ×ÉÔÈ Á ÐÒÏÆÅÓÓÏÒ ÙÏÕ ÈÁÎÇ ÏÕÔ ×ÉÔÈ ÔÈÅÍ ÁÎÄ ÔÈÅÙȭÄ 

ÈÅÌÐ ÙÏÕȢȱȭ 

Other participants learned a great deal from influential people in their lives 

outside of education, such as John who learned to work with steel from his 

father, a constructional fitter, and with wood from his father-in-law, a carpenter. 

In a few occasions participants also mentioned learning from unknown peers, 

such as Paul who found ideas for the tools he made in books and on the internet, 

and who was inspired by the philosophy of an American guitar builder. Most 

common, however, was learning from others by looking at their work and 

exchanging ideas, techniques, tips and tricks. Jim, for example, had visited other 

hair salons and workshops to see which techniques others use for creating 

ÄÒÅÁÄÌÏÃËÓȡ ȬȰ4Ï ÆÉØ Á ÄÒÅÁÄ ÓÏÍÅ ÕÓÅ ÃÁÎÄÌÅ-ÇÒÅÁÓÅȟ ÏÒ ÈÏÎÅÙȟ ÉÔȭÓ Á ÍÅÓÓȦȱȭ 

Others, such as Tina and Carol, got together with peers who did the same craft, 

which gave them an opportunity to be inspired and develop their own styles: 

Ȭ/ÎÃÅ Á ×ÅÅË 4ÉÎÁ ÇÅÔÓ ÔÏÇÅÔÈÅÒ ×ÉÔÈ Á ÇÒÏÕÐ ÏÆ ÆÒÉÅÎÄÓ ÁÎÄ ÔÈÅÙ ÐÁÉÎÔ ÔÏÇÅÔÈÅÒȢ 

In these ȰÃÌÁÓÓÅÓȱȟ as she calls them, everyone works on their own paintings and 

there is large variety in use of materials, techniques, and what they paint. Some 

people make realistic paintings, some mix realism with surrealism, and some 

recreate paintings they see in magazines, which Tina ȰÐÅÒÓÏÎÁÌÌÙ ɍÄÏÅÓÎȭÔ] 

ÃÏÎÓÉÄÅÒ ÁÒÔȢȱȭ 

Tina further mentioned receiving advice from her painting instructor and recalls 

ÂÅÉÎÇ ÔÏÏ ÓÔÕÂÂÏÒÎ ÔÏ ÔÁËÅ ÔÈÉÓ ÁÄÖÉÃÅ ÉÎ ÔÈÅ ÐÁÓÔȡ ȬȰÓÏÍÅÔÉÍÅÓ ÓÏÍÅÏÎÅ ÔÏÌÄ ÍÅ 

ÎÏÔ ÔÏ ÄÏ ÓÏÍÅÔÈÉÎÇȟ ÂÕÔ ) ×ÁÓ ÓÔÕÂÂÏÒÎ ÁÎÄ ÄÉÄ ÉÔ ÁÎÙ×ÁÙȟ ÁÎÄ ÎÏ× ) ÔÈÉÎËȡ ȬÔÈÅÙ 

×ÅÒÅ ÒÉÇÈÔȟ ) ÓÈÏÕÌÄÎȭÔ ÈÁÖÅ ÄÏÎÅ ÔÈÁÔȢȭȱȭ *ÏÈÎ ÄÉÄ Îot mind receiving, or even 

asking for advice:  

ȬȰ7ÈÅÎ ) ÒÅÁÌÌÙ ÄÉÄÎȭÔ ËÎÏ× ÈÏ× ÔÏ ÄÏ ÓÏÍÅÔÈÉÎÇ ) ×ÏÕÌÄ ÇÏ ÔÏ Á ÐÒÏÆÅÓÓÉÏÎÁÌ 

ÁÎÄ ÓÁÙȡ ȬÔÈÉÓ ÉÓ ×ÈÁÔ )ȭÍ ÄÏÉÎÇ ÁÎÄ ÔÈÉÓ ÉÓ ×ÈÁÔ ) ×ÁÎÔȠ ×ÈÁÔ ÁÍ ) ÄÏÉÎÇ 

×ÒÏÎÇȩȭ !ÎÄ ÔÈÅÎ ) ×ÏÕÌÄ ÇÅÔ ÁÄÖÉÃÅ ÁÂÏÕÔ ÔÈÅ ÍÁÔÅÒÉÁÌÓȟ ÔÏÏÌÓ ÏÒ ÐÒÏÃÅÄÕÒÅȢȱȭ 
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 Teaching others 

Five participants had experience teaching others aspects of their craft in one 

form or another. During the interview with Jim, he was teaching his colleague 

how to help him with the backcombing: 

Ȭ*ÉÍ ÓÈÏ×Ó ɍÈÉÓ ÃÏÌÌÅÁÇue] again how to do the backcombing and observes his 

ȬÓÔÕÄÅÎÔȭÓȭ ×ÏÒË ÃÁÒÅÆÕÌÌÙȢ %ÁÇÅÒ ÔÏ ÌÅÁÒÎȟ ÁÎÄ ÐÒÏÂÁÂÌÙ Á×ÁÒÅ ÏÆ *ÉÍȭÓ ÑÕÁÌÉÔÙ 

ÄÅÍÁÎÄÓȟ ÔÈÅ ÃÏÌÌÅÁÇÕÅ ÁÓËÓ ÆÏÒ *ÉÍȭÓ ÏÐÉÎÉÏÎ ÁÆÔÅÒ ÆÉÎÉÓÈÉÎÇ ÈÉÓ ÆÉÒÓÔ ÄÒÅÁÄȟ ÁÎÄ 

from time to time he asks Jim for advice when he is in doubt of the way to 

proceed. Jim patiently demonstrates and gives advice based on his observations. 

/Î Á ÆÅ× ÏÃÃÁÓÉÏÎÓ *ÉÍȭÓ ÃÏÌÌÅÁÇÕÅ ÓÔÁÒÔÓ ÔÏ ÆÏÌÌÏ× *ÉÍȭÓ ÉÎÓÔÒÕÃÔÉÏÎÓ ÄÕÒÉÎÇ ÈÉÓ 

ÄÅÍÏÎÓÔÒÁÔÉÏÎ ÁÎÄ *ÉÍ ÕÒÇÅÓ ÈÉÍ ÔÏ ×ÁÔÃÈ ÃÁÒÅÆÕÌÌÙ ÆÉÒÓÔȢȭ 

However, Jim was also a bit wary of teaching others the whole process of making 

dreadlocks, and his personal techniques: 

ȬȰ) ÄÏÎȭÔ ÇÏ ÁÒÏÕÎÄ ÊÕÓÔ ÔÅÁÃÈÉÎÇ ÁÎÙÏÎÅȢ )Ô ÈÁÓ ÔÁËÅÎ ÍÅ Á ÌÏÎÇ ÔÉÍÅ ÔÏ ÐÅÒÆÅÃÔ 

my technique and skill and to gain the experience that ) ÈÁÖÅȟ ÁÎÄ ) ÄÏÎȭÔ ×ÁÎÔ 

to teach just anybody who just walks out the next day with that new know-

how obtained for free. I need to have a good feeling about someone before I 

ÔÅÁÃÈ ÔÈÅÍȢȱȭ 

John passed on his knowledge more freely and wherever possible:  

Ȭ&riends and family will ask him how to do certain things, such as putting in a 

water pipe, ȰÂÕÔ ÎÏÔ ÅÖÅÒÙÂÏÄÙ ÉÓ ÅÑÕÁÌÌÙ ÉÎÔÅÒÅÓÔÅÄȠ ) ÁÍ ÓÏÍÅÔÉÍÅÓ ÔÏÏ 

ÅÎÔÈÕÓÉÁÓÔÉÃ ÉÎ ÍÙ ÅØÐÌÁÎÁÔÉÏÎÓȢȱ It also happens that someone asks him to 

explain something without showing them, for example in an email or over the 

phone; ȰÔÈÅÎ ) ×ÉÌÌ ÍÁËÅ Á ÄÒÁ×ÉÎÇ, for example, or try to explain, but I prefer 

ÔÏ ÊÕÓÔ ÄÅÍÏÎÓÔÒÁÔÅ ÉÔȠ ÔÈÁÔ ÉÓ ÍÏÓÔ ÆÕÎȢȱ 

Further, Paul started teaching small groups of students how to build guitars, 

after realising that there was much interest from others. Although he was 

ÈÅÓÉÔÁÎÔ ÔÏ ÔÅÁÃÈ ÁÔ ÆÉÒÓÔȟ ÈÅ ÎÏ× ÅÎÊÏÙÅÄ ȬȰÓÈÁÒÉÎÇ ÈÉÓ ÈÏÂÂÙȱȭ ×ÉÔÈ ÏÔÈÅÒÓȢ 4ÉÎÁ 

had run a few workshops in the past, while for Vicky workshops, fairs, running 

courses from her home, and birthday parties were not only a way to make 

money, but also a source of enjoyment and satisfaction: 

ȬȰ)ÔȭÓ ÓÈÏ×ÉÎÇ ÔÈÅÍ ÓÏÍÅÔÈÉÎÇ ÎÅ×Ȣ )Ô ÓÅÅÉÎÇ ÔÈÅÍ ÇÏ ÆÒÏÍ ȬÃÁÎȭÔ ÐÁÉÎÔȟ ×ÏÎȭÔ 

ÐÁÉÎÔȭ ÔÏ ȬÍÁÙÂÅ ) ÃÁÎȭȢ !ÎÄ ÔÈÁÔ ÉÓ ÔÈÅ ÏÔÈÅÒ ÔÈÉÎÇ ) ÌÏÖÅȡ ÉÔȭÓ ÁÃÔÕÁÌÌÙ ÈÅÌping 
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people to achieve their potential. This is the thing with the teaching; I teach 

ÁÄÕÌÔÓ ÁÓ ×ÅÌÌ ÁÓ ËÉÄÄÉÅÓȟ )ȭÖÅ ÇÏÔ φ ÙÅÁÒ ÏÌÄÓ ÁÎÄ )ȭÖÅ ÇÏÔ ÐÅÏÐÌÅ ×ÈÏ ÁÒÅ 

ÒÅÔÉÒÅÄ ×ÈÏ ÃÏÍÅ ÔÏ ÍÅ ÆÏÒ ÌÅÓÓÏÎÓȢ ɍȣɎ !ÎÄ ÉÔȭÓ ÇÅÔÔÉÎÇ ÔÈÅÍ ÉÎÔÏ ÔÈÁÔ ȬÍÁÙÂÅ 

) ÃÁÎȭ ÆÒÁÍÅ ÏÆ mind, which then frees them and allows them to then go off and 

ÍÁËÅ ÍÉÓÔÁËÅÓȢȱȭ  

 Collaborating with others  

The largest category of collaboration with peers consisted of discussions with 

peers. Sometimes these discussions took place within organised group meetings 

where peers came together to craft, such as the ones Tina and Carol went to. 

However, Mary also kept in touch with others who did glass work, with whom 

she met up in evening classes and at exhibitions. Vicky mentioned she met up 

with a silk painteÒÓȭ ÇÕÉÌÄ ÏÎÃÅ Á ÍÏÎÔÈȟ ÉÎ ×ÈÉÃÈ ÔÈÅÙ ÃÏÎÓÉÄÅÒÅÄ ÎÅ× 

techniques or materials, and exchanged knowledge and interests. Being with 

others while crafting could be beneficial; Tina said her painting group provided 

ÁÎ ȬȰÉÎÓÐÉÒÉÎÇ ÅÎÖÉÒÏÎÍÅÎÔȱȭȟ ÉÎ ×ÈÉÃÈ ÓÈÅ ÁÃÔÕally got around to painting, and in 

which she was among equals. Although she got easily distracted in the presence 

of others who did not craft, being with peers was encouraging: 

ȬȰ) ÒÅÁÌÌÙ ÌÉËÅ ɍÐÁÉÎÔÉÎÇɎȟ ) ÃÁÎ ÃÏÍÐÌÅÔÅÌÙ ÌÏÓÅ ÍÙÓÅÌÆ ÉÎ ÉÔȢ ɍȣɎ ) ×ÁÎÔ ÔÏ do it 

×ÈÅÎ )ȭÍ ÃÏÍÐÌÅÔÅÌÙ ÁÌÏÎÅȟ ) ÃÁÎȭÔ ÄÏ ÉÔ ×ÈÅÎ ÍÙ ÆÁÍÉÌÙ ÉÓ ÁÒÏÕÎÄȟ ÂÅÃÁÕÓÅ ) 

ÄÏÎȭÔ ×ÁÎÔ ÔÏ ÂÅ ÄÉÓÔÒÁÃÔÅÄȢ "ÕÔ ÉÎ ÔÈÁÔ ÇÒÏÕÐ ) ÃÁÎ ×ÏÒËȟ ÁÓ ÉÆ ) ÆÅÅÌ ÔÈÅÙ ÁÒÅ 

ÍÏÒÅ ËÎÏ×ÌÅÄÇÅÁÂÌÅ ɍÔÈÁÎ ÍÙ ÆÁÍÉÌÙɎȢ ɍȣɎ 4ÈÅ ÓÏÌÉÄÁÒÉÔÙ ×ÉÔÈ ÆÅÌÌÏ× ÐÁÉÎÔÅÒÓ 

is very encouraÇÉÎÇȢȱȭ 

For the same reason Mary joined her friend once a week in her fully equipped 

glass studio: 

ȬȰ3ÏÍÅÔÉÍÅÓ ÉÔ ÉÓ ÑÕÉÔÅ ÎÉÃÅ ÔÏ ×ÏÒË ×ÉÔÈ ÓÏÍÅÏÎÅ ÅÌÓÅȠ ÉÔ ÃÁÎ ÂÅ ÑÕÉÔÅ ÌÏÎÅÌÙ ÉÆ 

ÙÏÕȭÒÅ ÊÕÓÔ ÏÎ ÙÏÕÒ Ï×Î ÔÈÅ ×ÈÏÌÅ ÔÉÍÅȢȱ When being co-located Mary and her 

friend can chat while working and exchange advice and even spare glass. She 

adds: ȰÔÈÅÒÅ ÃÁÎ ÂÅ ÌÏÎÇ ÍÏÍÅÎÔÓ ÏÆ ÓÉÌÅÎÃÅȟ ×ÈÅÎ ÙÏÕȭÒÅ ×ÏÒËÉÎÇ Á×ÁÙ ÁÎÄ 

ÃÏÎÃÅÎÔÒÁÔÉÎÇȟ ÂÕÔ ÉÔȭÓ ÑÕÉÔÅ ÇÏÏÄ ÔÏ ÈÁÖÅ ÓÏÍÅÏÎÅ ÅÌÓÅ ÁÒÏÕÎÄ ÙÏÕ ÃÁÎ ÓÏÒÔ ÏÆ 

ÂÏÕÎÃÅ ÏÆÆȢȱȭ 

Mary added that it was important to her that the person she was with was doing 

the same thing, because if there was any negativity, or a mismatch in 
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appreciation of the craft, coming through in the dynamics between the people 

present, she could not work effectively.  

 

In only two occasions crafters mentioned actually collaborating on a piece. In 

*ÉÍȭÓ ÃÁÓÅȟ ÈÉÍ ÁÎÄ ÈÉÓ ÃÏÌÌÅÁÇÕÅ ×ÏÒËÅÄ ÔÏÇÅÔÈÅÒ ÔÏ ÂÁÃËÃÏÍÂ ÏÎÅ ÐÅÒÓÏÎȭÓ ÈÁÉÒȟ 

ÁÌÔÈÏÕÇÈ *ÉÍ ×ÁÓ ÃÌÅÁÒÌÙ ȬÔÈÅ ÌÅÁÄÅÒ ÁÎÄ ÍÁÓÔÅÒȭ ÉÎ ÔÈÉÓ ÃÒÁÆÔ ÐÒÏÃÅÓÓȢ 6ÉÃËÙ 

mentioned that they sometimes did collaborative pieces within their silk 

ÐÁÉÎÔÅÒÓȭ ÇÕÉÌÄȟ ȬÓÕÃÈ ÁÓ ÁÎ ÕÎÄÅÒÓÅÁ-ÔÈÅÍÅÄ ËÉÍÏÎÏ ÆÏÒ ÁÎ ÁÒÔ ÆÅÓÔÉÖÁÌȭ, for which 

everyone painted a small part. As a final form of collaborating with others, Mary 

described a process in which she interviewed people to include their narratives 

in a glasswork piece. 

 Involvement of others with the result  

As addressed earlier, results of craft were often given away or shared with 

others. Often pieces were created specifically for one person, sometimes on the 

ÃÒÁÆÔÅÒȭÓ Ï×Î ÉÎÉÔÉÁÔÉÖÅȟ ÓÕÃÈ ÁÓ ÔÈÅ ÊÅ×ÅÌÌÅÒÙ #ÁÒÏÌ ÍÁÄÅ ÆÏÒ ÈÅÒ ÐÁÒÔÎÅÒȭÓ 

grandchildren; because someone asked for it, such as the pieces of furniture John 

ÍÁÄÅȠ ÏÒ ÂÅÃÁÕÓÅ ÔÈÅÙ ×ÅÒÅ ÃÒÅÁÔÅÄ ÏÎ ȬÃÏÍÍÉÓÓÉÏÎȭȟ ÓÕÃÈ ÁÓ ÁÎÙ ÏÆ *ÉÍȭÓ 

hairdos, and some ÏÆ 0ÁÕÌȭÓ ÇÕÉÔÁÒÓȢ 0ÁÕÌ ÓÁÉÄ ÔÈÁÔ ÉÎ ÇÕÉÔÁÒ ÂÕÉÌÄÉÎÇȟ ×ÏÒËÉÎÇ ÏÎ 

commission can be a problem: 

Ȭ7ÈÅÎ ÙÏÕ ÇÅÔ Á ÎÅ× ÇÕÉÔÁÒ ÔÈÅÒÅ ÈÁÓ ÔÏ ÂÅ ÓÏÍÅ ÓÏÒÔ ÏÆ ÃÏÎÎÅÃÔÉÏÎȢ )Î Á ÓÔÏÒÅ 

you can try a few, but when you build one, that is the result you have to be 

satisfied with. The sound is very subjective and that is a risk: Ȱ×ÈÁÔ ) ÌÉËÅȟ 

ÓÏÍÅÏÎÅ ÅÌÓÅ ÄÏÅÓÎȭÔ ÎÅÃÅÓÓÁÒÉÌÙ ÌÉËÅ ÁÓ ×ÅÌÌȢȱȭ 

Mary did not like working on commission: 

ȬȰ) ÄÏÎȭÔ ÌÉËÅ ÍÁËÉÎÇ ɍÓÔÁÉÎÅÄ ÇÌÁÓÓɎ ×ÉÎÄÏ×Ó ÆÏÒ ÐÅÏÐÌÅȟ ÁÔ ÁÌÌȢ ɍȣɎ "ÅÃÁÕÓÅ 

ÔÈÅÙȭÄ ÓÁÙȡ ȬÏÈȟ ) ×ÁÎÔ ÔÈÉÓȟ ) ×ÁÎÔ ÔÈÁÔȭ ÁÎÄ )ȭÄ ÔÈÉÎË ȬÏÈ ÃÏÍÅ ÏÎȢȭȱ When 

ÐÅÏÐÌÅ ÁÓË ÈÅÒ ÔÏ ÍÁËÅ ÓÏÍÅÔÈÉÎÇ ÆÏÒ ÔÈÅÍ ÓÈÅȭÌÌ ÁÓËȡ Ȱ×ÈÙ ÄÏ ÙÏÕ ÁÓË ÍÅȩȱ If 

ÔÈÅÙ ÊÕÓÔ ×ÁÎÔ Á ×ÉÎÄÏ× ÓÈÅȭÌÌ ÒÅÆÅÒ ÔÈÅÍ ÔÏ ÈÅÒ ÆÒÉÅÎÄÓ ×ÈÏ ÄÏ ÌÉËÅ ×ÏÒËÉÎÇ ÏÎ 

commission, but it has happened that people said that they like her work 

specifically, ȰÓÏ ) ÃÏÕÌÄÎȭÔ ÒÅÁÌÌÙ ÓÁÙ ÎÏȟ ×ÈÉÃÈ ÉÓ ÖÅÒÙ ÎÉÃÅ ÁÓ ×ÅÌÌȢȱȭ  

Other times, a result was given to someone else after it was finished, such as the 

ÐÁÉÎÔÉÎÇ ÏÆ 4ÉÎÁȭÓ ÆÁÔÈÅÒ-in-law, which she gave to his wido×ȟ ÍÏÓÔ ÏÆ #ÁÒÏÌȭÓ 
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ÊÅ×ÅÌÌÅÒÙȟ ÁÎÄ ,ÕÃÙȭÓ ÁÒÔ×ÏÒËȢ &ÏÒ 4ÉÎÁȟ 6ÉÃËÙȟ ÁÎÄ -ÁÒÙ ÏÔÈÅÒÓ ×ÅÒÅ ÁÌÓÏ 

involved with the result because craft results were shared with others through 

ÅØÈÉÂÉÔÉÏÎÓȠ ÁÎÄ ÆÉÎÁÌÌÙ ÓÏÍÅÔÉÍÅÓ ÉÔ ×ÁÓ ÊÕÓÔ ÎÉÃÅ ÔÏ ȰȬÇÅÔ ÃÏÍÐÌÉÍÅÎÔÓȱȭ ɉ*ÏÈÎɊ 

from others on craft results. 

 Discussion and summary 

)Î ÌÉÎÅ ×ÉÔÈ 'ÁÕÎÔÌÅÔÔȭÓ (2011) vision that making and crafting brings people 

together, the interview findings show that craft is strongly social. Often crafters 

learned from others, taught others, exchanged knowledge and ideas with peers, 

or showed or gave their craft results to others. While craft may be envisioned as 

a sole activity, in which an individual focuses on the task at hand to achieve a 

ȬÍÁÓÔÅÒ ÐÉÅÃÅȭȟ ÉÔ ÓÅÅÍÓ ÔÈÁÔ ÔÈÅ ÏÐÐÏÓÉÔÅ ÉÓ ÑÕÉÔÅ ÔÒÕÅȢ %ÖÅÎ ÔÈÏÕÇÈ ÔÈÅ ÁÃÔÉÖÉÔÙ 

itself was mostly done individually ɀ i.e. a crafter worked independently on his 

or her own piece, even in the presence of others; and indeed, participants did not 

mention many cases of collaborating on a single piece ɀ craft practice does not 

seem to exist in its current form without interaction s with others. This is not 

completely surprising as traditionally there have been social structures around 

craft in the form of co-located crafting (in workshops and guilds); teaching and 

learning (in the relations between masters and apprentices); and collaboration 

ɉÉÎ ÔÈÅ ÐÒÁÃÔÉÃÅ ÏÆ ÁÐÐÒÅÎÔÉÃÅÓ ×ÏÒËÉÎÇ ÏÎ ÔÈÅ ÍÁÓÔÅÒȭÓ ÏÒ ÇÕÉÌÄȭÓ ÐÉÅÃÅÓɊ (e.g. 

Adamson, 2013, Sennett, 2008). Further, learning from others by uncovering 

tacit knowledge that may not have been documented; social presence of others; 

collaboration; and motivation to share have been identified as factors in a 

ÓÕÃÃÅÓÓÆÕÌ ȬÃÏÍÍÕÎÉÔÙ ÏÆ ÐÒÁÃÔÉÃÅȭ (e.g. Lave and Wenger, 1991) ɀ a group that 

share a craft or profession ɀ  which further highlights social dynamics and 

learning tactics within craft practice. Similar themes came up in the data and 

*ÉÍȭÓ ÔÕÔÏÒÉÎÇȟ ÁÎÄ ÈÉÓ ÒÅÌÕÃÔÁÎÃÅ ÔÏ ÔÅÁÃÈ ÊÕÓÔ ÁÎÙÏÎÅȟ ÃÁÎ ÂÅ ÓÅÅÎ ÁÓ Á ÆÏÒÍ ÏÆ 

modern apprenticeship, in which an employee has to gain the trust of the master 

to be enlightened with the secrets of the workshop (Sennett, 2008). Finally, 

others were often involved with the craft result, although the level of involvement 

varied. A parallel may be drawn to a user-centred design process: where a 

crafter is working on commission, or creating something because someone asks 

ÆÏÒ ÉÔȟ ÔÈÅ ÓÔÒÏÎÇÅÓÔ ÌÅÖÅÌ ÏÆ ȬÕÓÅÒ ÉÎÖÏÌÖÅÍÅÎÔȭ ÃÁÎ ÂÅ ÓÅÅÎȠ ÆÏÌÌÏ×ÅÄ ÂÙ ÔÈÅ ÃÁÓÅ 



127 
 

ÏÆ ÃÒÅÁÔÉÎÇ ÓÏÍÅÔÈÉÎÇ ÆÏÒ ÓÏÍÅÏÎÅ ÓÐÅÃÉÆÉÃ ÏÎ ÔÈÅ ÃÒÁÆÔÅÒȭÓ ÉÎÉÔÉÁÔÉÖÅȢ !Ô Á ÌÏ×ÅÒ 

level of user involvement a crafter may give one of his or her craft results to 

someone without having specifically made it for that person. At the lowest level, 

a crafter may share craft results with a larger audience, for example at an 

exhibition. Interestingly, in this study, where craft results were shared, this 

mostly seemed to be done in organised settings, such as exhibitions, while 

ÃÒÁÆÔÅÒÓ ×ÅÒÅ ÏÆÔÅÎ Á ÂÉÔ ÓÈÙ ×ÈÅÎ ÉÔ ÃÁÍÅ ÔÏ ȬÊÕÓÔ ÓÈÏ×ÉÎÇȭ ÏÔÈÅÒÓ ÔÈÅÉÒ ×ÏÒË ÉÎ 

informal settings. 

 

MO TIVAT IO N &  I NTER EST 

When interviewing the participants about their craft, it was not difficult to see 

the love for their craft shining through in the way they talked about it, showed 

examples, demonstrated techniques and tricks on the spot, and visibly enjoyed 

the chance to tell everything they wanted to share. It is not surprising that the 

Ȭ-ÏÔÉÖÁÔÉÏÎ Ǫ )ÎÔÅÒÅÓÔȭ ÃÁÔÅÇÏÒÙ ×ÁÓ ÔÈÅ ÓÅÃÏÎÄ ÌÁÒÇÅÓÔ ÃÁÔÅÇÏÒÙȟ ÁÆÔÅÒ Ȭ,ÅÁÒÎÉÎÇ 

Ǫ 3ËÉÌÌÓȭȟ ÂÅÉÎÇ ÃÏÄÅÄ ×ÉÔÈ ÂÏÔÈ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÁÎÓ×ÅÒÓ ÔÏ ÔÈÅ ÅØÐÌÉÃÉÔ ÑÕÅÓÔÉÏÎ 

that asked what they liked about their craft, but also all those expressions of 

enjoyment that came forward in other parts of the interview. Half of the 

participants explicitly mentioned that they had always been interested in art or 

craft, for example: 

Ȭ*ÏÈÎ ÔÅÌÌÓ ÍÅ ÈÅ ÈÁÓ ÁÌ×ÁÙÓ ÂÅÅÎ ÉÎÔÅÒÅÓÔÅÄ ÉÎ ÃÒÅÁÔÉÎÇ ÔÈÉÎÇÓȡ ÁÓ Á ÓÍÁÌÌ ÃÈÉÌÄ 

his dad had to keep him away from the tools and machinery in his workshop. His 

parents bought a construction kit for him about which he tells me: ȰÔÈÅ 

examples that came with the kit were not enough; I went in search for 

extensions and used all materials at hand: cigar boxes, bike lights, tea towels, 

ÒÏÐÅÓȢȱȭ  

0ÁÒÔÉÃÉÐÁÎÔÓ ÁÌÓÏ ÐÏÉÎÔÅÄ ÔÏ Á ȬÄÒÉÖÅ ÔÏ ÍÁËÅȭȡ 6ÉÃËÙ ×ÁÓ ÑÕÉÃË ÁÎÄ ÄÅÔÅÒÍÉÎÅÄ 

ÁÎÄ ÓÁÉÄ ȬȰ) ÃÁÎȭÔ not ÄÏ ÉÔȱȭȟ ×ÈÉÌÅ ,ÕÃÙ ÓÁÉÄ ÓÈÅ ÈÁÄ ÓÔÒÕÇÇÌÅÄ ×ÉÔÈ ÈÅÒ ȬÕÒÇÅÓȭȡ 

She tells me she has always had a strong drive to make things, which has not 

always been easy for her: Ȱ%ÖÅÎ ×ÈÅÎ ) ×ÁÓ ÙÏÕÎÇ ) ÁÌ×ÁÙÓ ÐÁÉÎÔÅÄ ÁÎÄ ) ×ÁÓ 

ÁÌ×ÁÙÓ ÍÁËÉÎÇ ÔÈÉÎÇÓȢ ɍȣȢɎ ) ÒÅÍÅÍÂÅÒ ×ÒÉÔÉÎÇ ÉÎ ÍÙ ÊÏÕÒÎÁÌÓ ÔÈÁÔ ÔÈÅ ÆÁÃÔ 

ÔÈÁÔ ) ×ÁÎÔÅÄ ÔÏ ÄÏ ÔÈÉÓ ɍÍÁËÉÎÇ ÔÈÉÎÇÓɎ ×ÁÓ ÁÌÍÏÓÔȣ ) ÁÌÍÏÓÔ ÆÅÌÔ ÃÕrsed in 
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ÔÈÅ ÓÅÎÓÅ ÔÈÁÔ ) ÃÏÕÌÄÎȭÔ ÎÏÔ ÄÏ ÉÔȢ ɍȣɎ )Ô ×ÁÓ ÓÏÍÅÔÈÉÎÇ ) ÃÏÕÌÄ ÎÅÖÅÒ ÓÔÏÐȢ ɍȣɎ 

) ÆÅÌÔ ÌÉËÅ ) ÃÏÕÌÄÎȭÔ ÄÏ ÁÎÙÔÈÉÎÇ ÅÌÓÅȠ ÎÏÔÈÉÎÇ ÅÌÓÅ ÓÁÔÉÓÆÉÅÄ ÍÅȢ 3Ï ) ÆÅÌÔ ÌÉËÅ ) 

×ÁÓ ÓÔÕÃË ×ÉÔÈ ÔÈÉÓȣ ÉÔ ×ÁÓÎȭÔ ÅÖÅÎ Á ÔÁÌÅÎÔȟ ÉÔ ×ÁÓ Á ÒÅÁÌ ÄÅÓÉÒÅ ÔÏ ÐÒÏÄÕÃÅȟ ÔÏ 

ÍÁËÅ ÔÈÉÎÇÓȢȱȭ 

!ÎÏÔÈÅÒ ÆÒÅÑÕÅÎÔ ÔÈÅÍÅ ÉÎ ÔÈÅ -ÏÔÉÖÁÔÉÏÎ Ǫ )ÎÔÅÒÅÓÔ ÃÁÔÅÇÏÒÙ ÉÓ ȬÓÅÅÉÎÇ 

ÓÏÍÅÔÈÉÎÇ ÃÏÍÅ ÉÎÔÏ ÅØÉÓÔÅÎÃÅȭȟ ×ÈÉÌÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÁÌÓÏ ÅÎÊÏÙÅÄ ÍÁËÉÎÇ 

something functional. Addressed themes are: material aspects; social factors; 

learning from craft; and personal rewards and emotions associated with craft. 

 Seeing something come into existence & making something functional  

/ÖÅÒ ÈÁÌÆ ÏÆ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÓÁÉÄ ÔÈÅÙ ÌÉËÅÄ ÔÏ ȬÓÅÅ ÓÏÍÅÔÈÉÎÇ ÃÏÍÅ ÉÎÔÏ 

ÅØÉÓÔÅÎÃÅȭ ×ÈÉÌÅ ÔÈÅÙ ×ÅÒÅ ÃÒÁÆÔÉÎÇȟ ÆÏÒ ÅØÁÍÐÌÅȡ  

ȬȰÉÆ you build something, you see something growing and then there is a 

product and it is very satisfying that you have built something yourself. That 

ÐÒÏÖÉÄÅÓ ÍÕÃÈ ÍÏÔÉÖÁÔÉÏÎ ÔÏ ÇÏ ÏÎ ÁÎÄ ÍÁËÅ ÉÔ ÂÅÔÔÅÒ ÎÅØÔ ÔÉÍÅȢȱȭ ɉ*ÏÈÎɊ 

Similarly, Paul mentioned that the students he teaches guitar building, just like 

ÈÉÍ ȬȰÄÏÎȭÔ ×ÁÎÔ Á ÃÈÅÁÐ ÇÕÉÔÁÒȠ ÔÈÅÙ ×ÁÎÔ ÔÈÅ ÁÄÖÅÎÔÕÒÅ ÏÆ ÂÕÉÌÄÉÎÇ ÉÔȢ 4ÈÅÙ 

want the experience of the development of that thing and feeling what happens 

×ÉÔÈ ÔÈÅ ×ÏÏÄȢȱȭ 6ÉÃËÙ ÅÎÊÏÙÅÄ ȬȰÈÁÖÉÎÇ Á ÐÈÙÓÉÃÁÌ ÐÒÏÄÕÃÔȱȭ ÁÓ Á ÃÏÎÔÒÁÓÔ ÔÏ 

ȬȰ×ÏÒËÉÎÇ ÉÎ ÁÎ ÏÆÆÉÃÅ ×ÈÅÒÅ ÙÏÕ ÁÒÅ, for instance, creating virtual things the 

×ÈÏÌÅ ÔÉÍÅȢȱȭ ,ÕÃÙ ÃÏÍÐÁÒÅÄ ÈÅÒ ÍÁËÉÎÇ ÐÒÁÃÔÉÃÅÓ ÔÏ ÈÅÒ ÐÒÏÃÅÓÓ ÏÆ ÄÏÉÎÇ Á 0È$ȟ 

and said that as soon as she realised that the PhD was about making something 

and seeing it come together, she started to enjoy it more: 

ȰȬ7ÈÅÎ ) ×ÁÓ ÄÏÉÎÇ ÍÙ 0È$ ) ÆÅÌÔ ÌÉËÅ ) ×ÁÓ ÔÏÏ ÃÅÒÅÂÒÁÌȟ ) ÆÅÌÔ ÌÉËÅ ) ×ÁÓ ÔÏÏ 

ÍÕÃÈ ÉÎ ÍÙ ÈÅÁÄȟ ÁÎÄ ÔÈÅÒÅ ×ÁÓÎȭÔ ÅÎÏÕÇÈȣ ) ÄÏÎȭÔ ËÎÏ×ȟ ÍÁÙÂÅ ÃÒÅÁÔÉÖÉÔÙȟ 

or maybe it was a process of making aÒÔ ÔÈÁÔ ) ÃÁÎȭÔ ÐÕÔ ÍÙ ÆÉÎÇÅÒ ÏÎȣ ÉÔȭÓ ÂÏÔÈ 

ÐÈÙÓÉÃÁÌ ÁÎÄ ÃÅÒÅÂÒÁÌȣȭ However, Lucy finally had the realisation that her 

research can be seen as a piece of art and the process of making art and doing 

research are very similar: Ȭ×ÈÁÔ ) ÆÉÎÁÌÌÙ ÓÁ× ×ÈÅÎ ) ×ÁÓ writing and pulling 

the pieces together and doing fieldwork was that it was like a really big piece 

of art, a slowly produced, agonizing piece of art, where there was all these bits 

involved. And it was almost like working on a huge canvas or making a big 
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ÉÎÓÔÁÌÌÁÔÉÏÎ ɍȣɎȢ /ÎÃÅ ) ÓÔÁÒÔÅÄ ÔÏ ÓÅÅ ÉÔ ÔÈÁÔ ×ÁÙȟ ÉÔ ÊÕÓÔ ÓÏÒÔ ÏÆ ÃÁÍÅ ÔÏ ÍÅȟ ÉÔ 

ÃÈÁÎÇÅÄ ÔÈÅ ×ÁÙ ) ÌÏÏË ÁÔ ÒÅÓÅÁÒÃÈ ÎÏ×Ƞ ÉÔȭÓ Á ÖÅÒÙ ÓÉÍÉÌÁÒ ÐÒÏÃÅÓÓȢ ɍȣɎȱȭ 

Another motivator, mainly for Paul and John, was making something functional, 

which for John was further related to the price-quality aspect of having a better 

product for a lower price. Paul said about making his own functional tools:  

ȬȰ7ÈÅÎ ÙÏÕ ÍÁËÅ ÓÏÍÅÔÈÉÎÇ ÔÈÁÔ ÒÅÁÌÌÙ ×ÏÒËÓȢ 9ÏÕ ÁÒÅ ×ÏÒËÉÎÇ ÁÎÄ ÙÏÕȭÒÅ 

thinking: that could easily be done like this, would that work? And damn, it 

×ÏÒËÓȢ 4ÈÁÔȭÓ ÆÕÎȢȱȭ 

 Material aspects  

Half of the participants brought up material aspects of crafting, such as the 

feeling of working with a physical material, and for some participants, such as 

Mary and Lucy, this was clearly the main, if not the sole, reason they enjoy 

making. As mentioned earlier, Mary liked the feeling of having the glass 

practically physically in her hands, and the tactile nature of crafting with glass: 

ȬȰ)ÔȭÓ ÎÏÔ ÔÈÉÓ ÓÈÁÒÐȟ ÊÁÇÇÅÄȟ ÓÃÁÒÙ ÔÈÉÎÇ ÔÈÁÔ ÃÁÎ ÃÕÔ ÙÏÕȠ ÉÔȭÓ Á ÃÏÌÏÕÒÆÕÌȟ 

moving thing that you can shape and form, but at the same time it still fights 

ÂÁÃËȢ 3Ï ÔÈÁÔȭÓ ÐÒÏÂÁÂÌÙ ×ÈÙ ) ÌÉËÅ ÉÔȢȱȭ 

,ÕÃÙ ÃÁÌÌÅÄ ÈÅÒÓÅÌÆ ȬȰÁ ÈÁÐÔÉÃ ÁÒÔÉÓÔȟ ÙÏÕ ËÎÏ×ȟ Á ÔÏÕÃÈ ÐÅÒÓÏÎȱȭȟ ÁÎÄ ÅØÐÌÁÉÎÅÄȡ  

ȬȰ-Ù ÒÅÁÌÌÙ ÂÉÇ ÄÒÁ× is making, is actual hands-ÏÎȣ ×ÈÅÎ ) ÄÏ ÃÅÒÁÍÉÃÓ ÉÔȭÓ 

ÁÂÏÕÔ ÔÈÅ ÆÅÅÌÉÎÇ ÏÆ ÔÈÅ ÃÌÁÙ ÁÎÄ ÉÔȭÓ ÁÂÏÕÔ ÐÕÓÈÉÎÇ ÍÅÄÉÁȣ 3Ï ÔÈÅÒÅȭÓ Á ÌÏÔ ÏÆ 

embodiment in it and tactileness, and this connection between me and media. 

)ÔȭÓ ÖÅÒÙ ÐÈÙÓÉÃÁÌȢȱȭ 

For Vicky it was satisfying to have a physical thing, but also to be physical in the 

making process:  

ȬȰ) ÌÉËÅ ÇÅÔÔÉÎÇ ÍÙ ÈÁÎÄ ÄÉÒÔÙȢ )ÔȭÓ ÔÈÅ ÓÁÍÅ ×ÉÔÈ ÇÁÒÄÅÎÉÎÇȢ ) ÌÉËÅ ÇÁÒÄÅÎÉÎÇȟ 

ÂÅÃÁÕÓÅ ÉÔȭÓ ÔÈÅ ×ÈÏÌÅ ÐÒÏÃÅÓÓ ÏÆ ÇÅÔÔÉÎÇ ÉÎ ÔÈÅÒÅȟ ÍÁËÉÎÇ Á ÄÉÆÆÅÒÅÎÃÅ ÁÎÄ 

then something happenÓȢȱȭ 

Finally, John pointed to the actual physical activity involved in crafting based on 

his experience of being in a rehabilitation centre where they used crafting 

activities to encourage people to make certain movements. While being there, 

crafting helped him with his rheumatic complaints. 
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 Social factors 

As addressed in the previous section, social factors sometimes played a role in 

crafting. Craft being appreciated by others was something that participants 

enjoyed greatly. Tina, for example, said about the painting she made of her 

father-in-law, which she later gave to his widow:  

ȬȰ!Ô ÓÏÍÅ ÐÏÉÎÔ ɍÍÙ ÍÏÔÈÅÒ-in-ÌÁ×Ɏ ÓÁÉÄ ÔÏ ÍÅȟ ÁÎÄ ÔÈÁÔ ÔÏÕÃÈÅÄ ÍÅȡ Ȭ) ÔÏÏË Á 

photo of [the painting] and when I go on a holiday I put that photo in my purse 

ÁÎÄ ÔÈÅÎ ÈÅȭÓ ÁÌ×ÁÙÓ ×ÉÔÈ ÍÅȢȭȱȭ  

*ÏÈÎ ÓÁÉÄ ÈÅ ÌÉËÅÄ ȬȰÇÅÔÔÉÎÇ ÃÏÍÐÌÉÍÅÎÔÓȱȭȟ ÁÎÄ 0ÁÕÌ ×ÁÓ ÖÉÓÉÂÌÙ ÐÌÅÁÓÅÄ ÂÙ ÔÈÅ 

intervÉÅ×ÅÒȭÓ ÉÎÔÅÒÅÓÔ ÉÎ ÈÉÓ ÃÒÁÆÔȢ John further liked making things for others, 

ȬȰ×ÈÉÃÈ ÐÅÏÐÌÅ ÕÓÅ ÁÎÄ ÅÎÊÏÙ ÕÓÉÎÇȱȭȢ (Å ÁÄÄÅÄȡ ȬȰÔÈÁÔȭÓ ÉÎ ɍÂÏÔÈɎ ÓÏÆÔ×ÁÒÅ 

eÎÇÉÎÅÅÒÉÎÇ ÁÎÄ ÉÎ ÆÕÒÎÉÔÕÒÅ ÍÁËÉÎÇȢȱȭ 

 Learning from craft  

Mary also liked the fact that she gained new knowledge from working with glass, 

and that she could then incorporate this new knowledge into new practices: 

ȬȰɍ4ÈÅÒÅɎ ÉÓ ÓÏÍÅÔÈÉÎÇ ÁÂÏÕÔ ÓÈÁÐÉÎÇ ÁÎÄ Æorming that and then transferring 

that sense of contact with it into that knowledge you have of how the glass 

behaves, how the different colours behave: how when you add purple it 

ÄÉÓÔÏÒÔÓ ÉÔ ÂÅÃÁÕÓÅ ÔÈÅ ÐÕÒÐÌÅ ÉÓ ÓÔÒÏÎÇÅÒȟ ÁÎÄ ÉÆ ÙÏÕ ÁÄÄ ÐÉÎË ÏÒ ÙÅÌÌÏ×ȣ Ét 

moves the glass in different ways. And then you can transfer that knowledge 

ÉÎÔÏ ×ÈÅÎ ÙÏÕȭÒÅ ÍÁËÉÎÇ ÓÏÍÅÔÈÉÎÇ ÉÎ Á ÍÏÕÌÄȡ ÈÏ× ÙÏÕ ÐÌÁÃÅ ÔÈÅ ÇÌÁÓÓ ÉÎ ÔÈÅ 

ÍÏÕÌÄȟ ÈÏ× ÙÏÕ ÐÌÁÃÅ ÔÈÅ ÃÏÌÏÕÒÓȟ ÈÏ× ÔÏ ÐÏÓÉÔÉÏÎ ÉÔȢȱ 3ÈÅ ÔÅÌÌÓ ÍÅ ÙÏÕ ÄÏÎȭÔ 

learn how the glass behaves in technical or chemical sense in the classes; that is 

something you need to pick up by trying and exploring. Ȱ0ÁÓÓÉÏÎ ÉÓ ÎÏÔ ÔÈÅ ÒÉÇÈÔ 

×ÏÒÄ ÆÏÒ ÉÔȟȱ she tells me, ȰÂÕÔ ÉÔȭÓ Á ÄÅÅÐÅÎÉÎÇ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÔÈÅ ÂÅÈÁÖÉÏÕÒ 

of this material and just increasiÎÇ ÔÈÅ ÄÅÐÔÈ ÏÆ ËÎÏ×ÌÅÄÇÅȢȱȭ  

 Personal rewards and emotions associated with craft  

The final, and largest, category of themes includes all the personal rewards and 

emotions associated with craft brought up by the participants. Participants 

indicated to like challenges, such as Jim who ȬÓÅÅÓ ÇÒÅÁÔ ÃÈÁÌÌÅÎÇÅÓ ÉÎ ÈÏÍÅ-made 

ÄÒÅÁÄÓ ÁÎÄ ÒÅÁÌÌÙ ÍÅÓÓÙ ÓÉÔÕÁÔÉÏÎÓȭ and thus really enjoyed doing these. In many 

references in this theme, challenge was connected with satisfaction; where there 



131 
 

was a big challenge, it was very rewarding to get something done. As has come 

forward in many quotes in this chapter, many participants mentioned that 

ÃÒÁÆÔÉÎÇ ÉÓ ȬÓÁÔÉÓÆÙÉÎÇȭ ÏÒ ȬÒÅ×ÁÒÄÉÎÇȭȠ -ÁÒÙ ÇÏÅÓ ÁÓ ÆÁÒ ÁÓ ÔÏ ÓÁÙȡ ȬȰÉÆ ÙÏÕ ×ÅÒÅ 

ÇÏÉÎÇ ÔÏ ÃÁÌÌ ɍÁ ÆÉÎÉÓÈÅÄ ÐÉÅÃÅɎ ȬÐÅÒÆÅÃÔÉÏÎȭ ÉÔ ×ould be in the satisfaction and the 

ÐÒÏÆÅÓÓÉÏÎÁÌ ÅØÃÅÌÌÅÎÃÅ ÁÓ Á ÆÉÎÁÌ ÐÉÅÃÅ ÏÆ ×ÏÒËȢȱȭ 5ÎÓÕÒÐÒÉÓÉÎÇÌÙȟ ÐÁÒÔÉÃÉÐÁÎÔÓ 

also expressed pride about their craft, or about being good at what they do. 

Sometimes the realisation of being good motivated crafters to do more with their 

newfound skills, such as Tina who took up drawing lessons after she realised as a 

teenager that she could draw people quite well. Now painting makes her feel 

ÇÏÏÄ ÁÂÏÕÔ ÈÅÒÓÅÌÆȡ ȬȰ,ÏÏËȟ ÔÈÉÓ ÉÓ ×ÈÁÔ ) ÃÁÎ ÄÏ.ȱȭ 

 

Craft was sometimes used to explore oneself, and get to know oneself better, 

ÓÕÃÈ ÁÓ ÉÎ ,ÕÃÙȭÓ ÅØÁÍÐÌÅ ÏÆ ÍÁËÉÎÇ Á ÍÉØÅÄ ÍÅÄÉÁ ÐÉÅÃÅÓ ÕÓÉÎÇ ÐÈÏÔÏÇÒÁÐÈÓ ÏÆ 

herself; she called these pieces explorations of the media and of her own identity. 

Vicky further appreciated the freedom and time she had to craft: 

ȬȰ)ÔȭÓ ÁÌÓÏ ÔÈÅ ÈÁÖÉÎÇ ÔÈÅ ÔÉÍÅ ÔÏ ÍÁËÅ ÔÈÉÎÇÓ ÙÏÕ ÁÒÅ ÈÁÐÐÙ ×ÉÔÈȢ "ÅÃÁÕÓÅ ÓÏ 

ÏÆÔÅÎ ÙÏÕ ÁÒÅ ×ÏÒËÉÎÇ ÔÏ×ÁÒÄÓ Á ÄÅÁÄÌÉÎÅ ÁÎÄ ÙÏÕȭÒÅ ÔÈÉÎËÉÎÇȡ ȬÏÈ ) ÃÏÕÌÄ 

ÈÁÖÅ ÄÏÎÅ ÉÔ ÌÉËÅ ÔÈÁÔȟ ÉÆ ) ÈÁÄ ÔÈÅ ÔÉÍÅȭȢ 3Ï ) ÔÈÉÎË ÉÔȭÓ ÔÈÅ ÓÁÔÉÓÆÁÃÔÉÏÎ ÏÆ Âeing 

ÁÂÌÅ ÔÏ ×ÏÒË ÔÏ ÙÏÕÒ Ï×Îȣ ÙÏÕ ËÎÏ×ȟ ÍÁÒÃÈ ÔÏ ÙÏÕÒ Ï×Î ÄÒÕÍȟ ) ÇÕÅÓÓȢȱȭ 

3ÏÍÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÍÅÎÔÉÏÎÅÄ ÂÅÉÎÇ ȬÉÎ ÔÈÅ ÆÌÏ×ȭȟ ÒÅÆÅÒÒÉÎÇ ÔÏ Á ÓÔÁÔÅ ÏÆ 

ÃÏÍÐÌÅÔÅÌÙ ÆÏÃÕÓÅÄ ÍÏÔÉÖÁÔÉÏÎȟ ÉÎÔÒÏÄÕÃÅÄ ÂÙ #ÓÉËÓÚÅÎÔÍÉÈÁÌÙÉ ÁÓ ȬÁÎ ÁÌÍÏÓÔ 

automatic, effortless, yet highÌÙ ÆÏÃÕÓÅÄ ÓÔÁÔÅ ÏÆ ÃÏÎÓÃÉÏÕÓÎÅÓÓȭ 

(Csikszentmihalyi, 2010, p.110)Ȣ &ÏÒ ÅØÁÍÐÌÅȟ ÆÏÒ *ÉÍ ÔÈÉÓ ÍÅÁÎÔ ÔÈÁÔ ÈÅ ȬȰÊÕÓÔ 

ÇÅÔÓ ÆÏÃÕÓÅÄ ÏÎ ÔÈÅ ÄÒÅÁÄÓ ÁÎÄ ÇÅÔÔÉÎÇ ÅÖÅÒÙÔÈÉÎÇ ÔÉÄÙ ÁÇÁÉÎȱ; he gets into the 

routine, listening to music at the same time, and ȰÊÕÓÔ ÒÅÁÌÌÙ ÇÅÔÔÉÎÇ ÉÎÔÏ ÉÔȱȭȠ ÁÎÄ 

4ÉÎÁ ÓÁÉÄȡ ȬȰȬ) ÒÅÁÌÌÙ ÌÉËÅ ɍÐÁÉÎÔÉÎÇɎȟ ) ÃÁÎ ÃÏÍÐÌÅÔÅÌÙ ÌÏÓÅ ÍÙÓÅÌÆ ÉÎ ÉÔȢȱȭ ,ÕÃÙ 

described how this feels: 

ȬȰ) ÔÈÉÎË ÔÈÁÔ ÏÎÅ ÏÆ ÔÈÅ ÒÅÁÓÏÎÓ ) ÆÅÅÌ ÓÏ ÇÏÏÄ ×ÈÅÎ )ȭÍ ÃÒÅÁÔÉÎÇ ÓÏÍÅÔÈÉÎÇ ÉÓ 

ÔÈÁÔ ÙÏÕȭÒÅ ÉÎ ÔÈÅ ÍÏÍÅÎÔȢ )ÔȭÓ ÃÏÍÐÌÅÔÅÌÙ ÃÏÎÓÕÍÉÎÇ ɍȣɎ ÂÅÃÁÕÓÅ ÙÏÕȭÒÅ 

moving somewhere aÎÄ ÐÕÌÌÉÎÇ ÔÈÉÎÇÓ ÔÏÇÅÔÈÅÒȟ ÁÎÄ ÙÏÕȭÒÅ ÔÈÉÎËÉÎÇ ÁÎÄ 

ÙÏÕȭÒÅ ÄÏÉÎÇȠ ) ÆÉÎÄ ÉÔ ÖÅÒÙ ÔÈÅÒÁÐÅÕÔÉÃȟ ) ÇÕÅÓÓȢ ɍȣɎ )ÔȭÓ ÁÌÌ ÃÏÎÓÕÍÉÎÇ ÉÎ ÔÈÁÔ 

ÙÏÕ ÃÁÎȭÔ ÂÅ ÂÏÇÇÅÄ ÄÏ×Îȟ ÁÔ ÌÅÁÓÔ )ȭÍ ÎÏÔȟ ×ÈÅÎ )ȭÍ ÍÁËÉÎÇ ÔÈÉÎÇÓ )ȭÍ ÎÏÔ 

ÔÈÉÎËÉÎÇȡ ȬÏÈȟ ) ÈÁÖÅ ÔÏ ÄÏ ÔÈÉÓȟ ÔÈÉÓȟ ÁÎÄ ÔÈÉÓȭȟ ÁÔ ÁÌÌȟ ÙÏÕ ËÎÏ× ȬÏÈȟ ) ÈÁÖÅ ÔÏ ÄÏ 
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ÔÈÉÓ ÔÏÍÏÒÒÏ×Ƞ ) ÈÁÖÅ ÔÏ ÃÁÌÌ ÔÈÁÔ ÐÅÒÓÏÎȭȟ )ȭÍ ÁÃÔÕÁÌÌÙ ÉÎ ÔÈÅ ÍÏÍÅÎÔ ɍȣɎ 

9ÏÕȭÒÅ ÃÏÍÐÌÅÔÅÌÙ ÃÁÕÇÈÔ ÕÐ ÉÎ ÔÈÅ ÐÒÅÓÅÎÔȢȱȭ 

&ÒÏÍ ,ÕÃÙȭÓ ÑÕÏÔÅ ÁÎÏÔÈÅÒ ÍÏÔÉÖÁÔÏÒ ÆÏÒ ÃÒÁÆÔÉÎÇȟ ÒÅÌÁÔÅÄ ÔÏ ÔÈÅ ÆÌÏ×-feeling 

came forward, namely forgetting worries or other things on your mind for a 

ÍÏÍÅÎÔȢ &ÏÒ ÍÁÎÙ ÐÁÒÔÉÃÉÐÁÎÔÓ ÃÒÁÆÔÉÎÇ ×ÁÓ Á ÔÈÅÒÁÐÅÕÔÉÃ ÁÃÔÉÖÉÔÙȟ ȬȰÁ ×ÁÙ ÔÏ 

Ó×ÉÔÃÈ ÏÆÆȟ Á ÒÅÓÅÔ ÆÕÎÃÔÉÏÎȱȭ ɉ*ÏÈÎɊȡ 

ȬȰ)Ô ÇÉÖÅÓ ÙÏÕ Á ÃÈÁÎÃÅ ÔÏ Ó×ÉÔÃÈ ÏÆÆȢ 7ÏÒÒÉÅÓ ÙÏÕ ÍÁÙ ÈÁÖÅ ÁÒÅ ÆÏÒÇÏÔÔÅÎȟ 

because you are focused on hand craft. There is no room for other worries. 

You are so focused on trying to get the chisel to take away the right amount of 

wood that there is no room for psychological worries or puzzles; that is all 

ÇÏÎÅȢȱȭ ɉ*ÏÈÎɊ 

Tina had had similar experience with craft: 

ȬȰ4ÈÅ ÍÏÍÅÎÔ ) ÓÔÁÒÔ ÐÁÉÎÔÉÎÇ ɍÁÌÌ ÍÙ ×ÏÒÒÉÅÓɎ ÁÒÅ ÇÏÎÅȢ .ÏÔÈÉÎÇ ÃÏÕÎÔÓ 

except that shaded part, that coloured patch, that colour transition. I am 

completely gone for two hours, in my own little world, and only from the 

moment I ÇÅÔ ÉÎ ÍÙ ÃÁÒ ÔÏ ÇÏ ÈÏÍÅ ÔÈÉÎÇÓ ÓÔÁÒÔ ÃÏÍÉÎÇ ÂÁÃËȢ 3Ïȟ ÔÈÁÔȭÓ ÎÉÃÅȢȱȭ 

For Tina this became very obvious when she was working on a painting of her 

father-in-law who was dying of cancer at the time. Her painting instructor urged 

her to continue the painting because it would help her to deal with the situation 

and vent her frustration; Tina says it was an exhausting process because of the 

ÅÍÏÔÉÏÎÓȟ ×ÈÉÌÅ ÐÁÉÎÔÉÎÇ ÐÒÏÖÉÄÅÄ ÇÒÅÁÔ ÓÕÐÐÏÒÔ ÉÎ Á ÄÉÆÆÉÃÕÌÔ ÔÉÍÅȡ ȬȰ7ÈÅÎ ) ×ÁÓ 

painting I forgot he was dying. When I stopped thÅ ÌÕÍÐ ÉÎ ÍÙ ÔÈÒÏÁÔ ÒÅÔÕÒÎÅÄȢȱȭ 

 Discussion and summary 

'ÁÕÎÔÌÅÔÔ ÉÄÅÎÔÉÆÉÅÓ ÔÈÅ ȬÄÒÉÖÅ ÔÏ ÍÁËÅȭ ÁÓ Á ÃÈÁÒÁÃÔÅÒÉÓÔÉÃ ÏÆ makers (2011, p. 

222). The author states that not all people have this drive, but for the ones who 

do, craft is an activity they do without the need for external rewards. This is 

prominent in the findings of this study, as the recruitment of crafters naturally 

ÓÅÌÅÃÔÅÄ ÔÈÏÓÅ ×ÉÔÈ ȬÔÈÅ ÄÒÉÖÅȭȠ ÍÁÎÙ ÏÆ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓ ÍÅÎÔÉÏÎÅÄ ÔÈÅÙ ÈÁÄ 

always been interested in craft. As discussed earlier, craft appears to be autotelic 

(Csikszentmihalyi, 2010), and while some motivators had to do with craft results 

(e.g. making something functional or getting compliments), the data suggested 

that, moreover, craft was enjoyable as an activity. 
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/ÎÅ ÔÈÅÍÅ ÉÎ ÔÈÅ ÄÁÔÁ ÉÓ ÔÈÅ ÄÅÓÉÒÅ ÆÏÒ ȬȰÔÈÅ ÁÄÖÅÎÔÕÒÅ ÏÆ ÂÕÉÌÄÉÎÇ ÉÔȱȭ ÁÎÄ seeing 

something being created step by step; relatedly Csikszentmihalyi (2010) describes 

clear goals at every step of the way, and immediate feedback to actions (in this 

case in seeing something develop) as characteristics of feeling flow, which helps 

to explain why craft is enjoyable. Similar sentiments are uttered by Frauenfelder 

in his manifest for craft as a way to take control of your life, and inventing as an 

alternative to buying mass-produced products (2010), much in the same way as 

0ÁÕÌȭÓ ÓÔÕÄÅÎÔÓ ×ÁÎÔ ÔÏ ÃÒÅÁÔÅ ÇÕÉÔÁÒÓ ÒÁÔÈÅÒ ÔÈÁÎ ÂÕÙÉÎÇ ÃÈÅÁÐ ÏÎÅÓȢ &ÕÒÔÈÅÒȟ 

material aspects made craft enjoyable. Social factors formed a relatively small 

theme; instead, crafters were mostly intrinsically motivated to craft. 

 

Intrinsic motivation came from a range of personal rewards and emotions, many 

ÏÆ ×ÈÉÃÈ ÃÁÎ ÂÅ ÔÒÁÃÅÄ ÂÁÃË ÔÏ #ÓÉËÓÚÅÎÔÍÉÈÁÌÙÉȭÓ ÃÏÎÃÅÐÔ ÏÆ ÆÌÏ× (2010), a 

heightened, focused state of consciousness that can be reached in craft, and is 

ÓÔÒÏÎÇÌÙ ÌÉÎËÅÄ ÔÏ ÅÎÊÏÙÍÅÎÔ ɉ#ÓÉËÓÚÅÎÔÍÉÈÁÌÙÉ ÃÁÌÌÓ ÆÌÏ× ȬÔÈÅ ÏÐÔÉÍÁÌ 

ÅØÐÅÒÉÅÎÃÅȭ ɍÏÆ enjoyment] (p.110)). Some participants explicitly mentioned they 

ÌÉËÅÄ ÔÈÅ ÆÅÅÌÉÎÇ ÏÆ ȬÂÅÉÎÇ ÉÎ ÔÈÅ ÆÌÏ×ȭȟ ×ÈÉÃÈ ÔÈÅÙ ÃÌÏÓÅÌÙ ÃÏÎÎÅÃÔÅÄ ×ÉÔÈ 

forgetting time and worries; forgetting time, surroundings, and self are also 

identified by Csikszentmihalyi as a core element of flow. Interestingly, 

participants mentioned a limit to how much of their worries they could 

overcome with craft, and distractions caused by worries, or self-consciousness 

could sometimes form obstructions to experiencing flow and to being able to 

craft. Other participants expressed satisfaction in working on challenges, while a 

balance between skills and challenges has been identified as a requisite for flow 

(Csikszentmihalyi, 2010). It thus appears that as an overarching term flow is the 

most important motivator for crafting. 

 

OTHER  CHAR ACTER IST IC S  O F  CR AFT  AND CR AFTER S 

Two themes remain to be discussed, which were classified in this category 

ÂÅÃÁÕÓÅ ÔÈÅÙ ÄÉÄ ÎÏÔ ÅÁÓÉÌÙ ÆÉÔ ÁÎÙ ÏÆ ÔÈÅ ÏÔÈÅÒ ÃÁÔÅÇÏÒÉÅÓȟ ÎÁÍÅÌÙ ȬÐÅÒÆÅÃÔÉÏÎÉÓÍȭȟ 

ÁÎÄ ȬÉÄÅÎÔÉÔÙ ÁÓ Á ÃÒÁÆÔÅÒ ÏÒ ÁÒÔÉÓÔ ÁÎÄ ÐÒÏÆÅÓÓÉÏÎÁÌÉÓÍȭȢ "ÏÔÈ ÔÈÅÍÅÓ ×ÅÒÅ ÏÎÌÙ 
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elaborated on when brought up by a participant, but were still addressed by over 

half of the participants. 

 Perfectionism  

Some of the participants explicitly mentioned that they considered themselves 

perfectionists, for others this was more implicit in the way they talked about 

their craft. Jim was one of those people who admitted to be a perfectionist and 

this could be witnessed as he carefully executed each step of his process. It can 

also be seen from the following excerpt from his portrait: 

Ȭ*ÉÍ ÅØÐÌÁÉÎÓ ÔÈÁÔ ÉÔ ÉÓ ÁÌso an unwritten policy in his salon that wherever 

possible every employee gets to do whatever hairdos they like doing most 

ȰÂÅÃÁÕÓÅ ÔÈÅÎ ÙÏÕ ÃÁÎ ÇÕÁÒÁÎÔÅÅ ÔÈÁÔ ÂÉÔ ÏÆ ÅØÔÒÁ ÑÕÁÌÉÔÙ ÁÎÄ ÉÎÓÐÉÒÁÔÉÏÎ 

ÃÕÓÔÏÍÅÒÓ ÃÏÍÅ ÈÅÒÅ ÆÏÒȢȱȭ 

John was also a perfectionist; this sometimes caused him to plan things badly, 

but for him it was more important that things were done well, than that they 

were done quickly: 

ȬȰ)ÔȭÓ ÉÍÐÏÒÔÁÎÔ ÆÏÒ ÍÅ ÔÈÁÔ ÉÔ ÉÓ ÄÏÎÅ ÄÅÃÅÎÔÌÙȢ ) ÃÁÎȭÔ ÍÁËÅ ÍÙÓÅÌÆ ÃÁÌÌ 

something done when it is crooked or loose or knocked together. Those are 

demands I put on myself. I have noticed that when I make something for other 

ÐÅÏÐÌÅ ÔÈÅÙ ×ÉÌÌ ÅÁÓÉÌÙ ÓÁÙ ȬÏÈȟ ÔÈÁÔȭÓ ÇÏÏÄ ÁÎÄ ÆÉÎÉÓÈÅÄȭ ÂÕÔ ) ×ÉÌÌ ÓÁÙȡ ȬÎÏȟ ) 

ÊÕÓÔ ÈÁÖÅ ÔÏ ÄÏ ÔÈÉÓ ÏÒ ÁÄÊÕÓÔ ÔÈÁÔȢȢȢȭ -Ù ÄÅÍÁÎÄÓ ÁÒÅ ÇÅÎÅÒÁlly higher than 

ÔÈÏÓÅ ÏÆ ÔÈÅ ÃÕÓÔÏÍÅÒȢȱȭ  

/ÔÈÅÒÓȟ ÓÕÃÈ ÁÓ #ÁÒÏÌ ÁÎÄ 6ÉÃËÙȟ ÈÁÄ Á ÄÉÆÆÅÒÅÎÔ ÖÉÅ×ȡ ȬȰÉÔ ÄÏÅÓÎȭÔ ÁÌÌ ÈÁÖÅ ÔÏ ÂÅ 

ÐÅÒÆÅÃÔȟ ÁÓ ÉÆ ÉÔȭÓ ÍÁÃÈÉÎÅ-ÍÁÄÅȢ 9ÏÕ ÓÈÏÕÌÄ ÂÅ ÁÂÌÅ ÔÏ ÓÅÅ ÔÈÁÔ ÉÔȭÓ ÈÁÎÄ-ÍÁÄÅȱȭ 

(Carol). Vicky agreed: 

ȬȰ4ÈÅ ÔÈÉÎÇ ÉÓȣ ÐÅÒÆÅÃÔÉÏÎȟ ×ÈÁÔ ÔÈÅ ÈÅÌÌȣ 9ÏÕ ËÎÏ×ȟ ÓÏÍÅ ÏÆ ÔÈÅ ÔÉÍÅÓȟ ÙÅÓȟ 

ÙÏÕ ×ÁÎÔ ÔÏ ÇÅÔ ÉÔ ÁÂÓÏÌÕÔÅÌÙ ÊÕÓÔ ÓÏȢ /ÔÈÅÒ ÔÉÍÅÓȟ ÓÏ ÉÔȭÓ Á ÂÉÔ ÉÎÔÅÒÅÓÔÉÎÇȟ ÒÕÎ 

×ÉÔÈ ÉÔȢ "ÅÃÁÕÓÅȟ ÁÃÔÕÁÌÌÙȟ ÉÔ ÓÈÏ×Ó ÉÔȭÓ ÈÁÎÄÍÁÄÅȢ )Æ ÉÔ ÃÁÍÅ ÏÕÔ ÌÏÏËÉÎÇ ÌÉËÅ ÉÔ 

came out of a machine, and you can run them off identical, what would be the 

ÐÏÉÎÔȩȱȭ 

While some of the crafters wanted to do everything perfectly, and others felt 

their work needed to show imperfections, some of the participants seemed 

reluctant to consider their work to be perfect in any way. Tina mentioned that 



135 
 

was a hurdle for her to approach people to exhibit her work, and Carol came 

across quite shy in the interview as she repeatedly said that she was unsure if 

her answers would be of any use. She seemed to downplay her work by saying 

that ÓÈÅ ÕÓÅÄ Á ÖÁÒÉÅÔÙ ÏÆ ÔÅÃÈÎÉÑÕÅÓ ÉÎ ÈÅÒ ÊÅ×ÅÌÌÅÒÙ ÍÁËÉÎÇȟ ÂÕÔ ȬȰÏÎÌÙ ÓÉÍÐÌÅ 

ÓÔÕÆÆȱȭȟ ÓÕÃÈ ÁÓ ÄÒÁ×ÉÎÇȟ ÓÁ×ÉÎÇȟ ÆÏÒÇÉÎÇȟ ÓÏÌÄÅÒÉÎÇȟ ÓÁÎÄÉÎÇȟ ÁÎÄ ÐÏÌÉÓÈÉÎÇȢ  

 Identity as a crafter or artist & professionalism  

Five of the participants brought up aspects to do with their own identity as a 

crafter or artist, and how they wanted to portray themselves. For Jim for 

example, his salon was an instantiation of his identity and his brand. It was 

important for him to distinguish his salon from the multitude of chain businesses 

in the area: 

ȬȰ7ÉÔÈ ÔÈÅ ÒÉÇÈÔ ÑÕÁÌÉÆÉÃÁÔÉÏÎÓ ÁÎÙÏÎÅ ÃÁÎ ÓÔÁÒÔ ÕÐ ÏÎÅ ÏÆ ÔÈÏÓÅȢ *ÕÓÔ ÆÉÌÌ ÏÕÔ ÔÈÅ 

paper work and they will provide you with some things that make your salon 

ÆÉÔ ÔÈÅ ÂÒÁÎÄ ÉÍÁÇÅȢ ) ÄÏÎȭÔ ×ÁÎÔ ÔÈÁÔȠ ) ÄÏ ÍÙ Ï×Î ÔÈÉÎÇȢȱ Jim adds that his 

customers have certain expectations because of the brand image of his salon. 

That is what they come back for, and that is what Jim wants to provide them 

×ÉÔÈȢȭ 

As such, Jim considered himself an artist, rather than a business man and he saw 

his salon as a vent for his creativity, and for expressing his personality: 

Ȭɍ*ÉÍȭÓɎ ÃÒÅÁÔÉÖÉÔÙ ÉÓ ÖÉÓÉÂÌÅ ÉÎ ÔÈÅ ÉÎÔÅÒÉÏÒ ÏÆ ÔÈÅ ÓÁÌÏÎȟ ×ÈÁÔ ×ÉÔÈ ÔÒÅÎÄÙ ÄÅÓÉÇÎ 

chairs, oil barrels as tables, magazine article floor carpeting, chandeliers, 

pinball machines converted into lights on the walls, and the Christmas tree 

ÈÁÎÇÉÎÇ ÕÐÓÉÄÅ ÄÏ×Î ÆÒÏÍ ÔÈÅ ÃÅÉÌÉÎÇȢȭ (See Figure 4.10 for an impression of 

the salon) 
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Fig. 4.10 IÍÐÒÅÓÓÉÏÎ ÏÆ *ÉÍȭÓ ÈÁÉÒÄÒÅÓÓÉÎÇ ÓÁÌÏÎ ɉÐÈÏÔÏ ÃÏÕÒÔÅÓÙ ÏÆ *ÉÍɊȢ 

 

 

Tina described the development of her own personal style, when moving from 

ÐÁÉÎÔÉÎÇ ÒÅÁÌÉÓÔÉÃȟ ÐÈÏÔÏÇÒÁÐÈÉÃ ÉÍÁÇÅÒÙ ÔÏ ÁÂÓÔÒÁÃÔ ÐÁÉÎÔÉÎÇȡ ȬȰÆÏÒ ÅØÁÍÐÌÅȟ ) ÄÏ 

×ÁÎÔ ÔÏ ÐÁÉÎÔ Á ÄÏÇȟ ÂÕÔ ) ×ÁÎÔ ÔÏ ÄÏ ÓÏÍÅÔÈÉÎÇ ×ÅÉÒÄ ×ÉÔÈ ÉÔȟȱ as is illustrated by 

Á ÐÏÐ ÁÒÔ ÐÁÉÎÔÉÎÇ ÓÈÅ ÈÁÓ ÍÁÄÅ ÏÆ ÈÅÒ ÄÏÇȢȭ For Tina it was important to be 

considered professional as an artist: 

ȬȰ) ÈÁÖÅ ÍÙ Ï×Î ÂÕÓÉÎÅÓÓ ÃÁÒÄÓȢ )Ô ÆÅÅÌÓ ÇÏÏÄ ÔÏ ÂÅ ÁÂÌÅ ÔÏ ÇÉÖÅ ÓÏÍÅÏÎÅ Á 

ÂÕÓÉÎÅÓÓ ÃÁÒÄȢ )ÔȭÓ ÍÏÒÅ ÐÒÏÆÅÓÓÉÏÎÁÌȢȱ I ask her if that is important to her, 

being professional, and what this means, and she tells me: Ȱ) ÄÏ ÅØÈÉÂÉÔÉÏÎÓ ÁÎÄ 

workshops, I have my own website, if you Google my name you can find me. 

ɍȣɎ ) ÁÍ ÎÏÔ ÊÕÓÔ Á ÌÁÄÙ ×ÈÏ ÍÅÓÓÅÓ ÁÂÏÕÔ ×ÉÔÈ Á ÂÒÕÓÈȟ ) ÁÍ Á ÒÅÁÌ ÁÒÔÉÓÔȢȱ 

Similarly, Mary was quite adamant about her status as an artist, and her craft as a 

professional activity. She classified herself as an artist, and puts herself in the 

professional category, ȬÂÅÃÁÕÓÅ ÓÈÅ ÃÏÕÌÄ ÄÏ ÉÔ ÁÓ Á ÐÒÏÆÅÓÓÉÏÎÁÌ ÉÆ ÓÈÅ ÃÈÏÓÅ ÔÏ ÄÏ 

ÓÏȟ ÓÈÅ ÄÏÅÓ ÅØÈÉÂÉÔÉÏÎÓȟ ÁÎÄ ÓÏÍÅÔÉÍÅÓ ×ÏÒËÓ ÏÎ ÃÏÍÍÉÓÓÉÏÎȭ: 

ȬȰ)ÔȭÓ ÎÏÔ Á ÈÏÂÂÙȟ ÉÎ ÔÈÅ ÓÅÎÓÅ ÔÈÁÔȣ ) ÄÏÎȭÔ ÓÅÅ ÉÔ ÁÓ Á ÈÏÂÂÙȟ ÌÉËÅ ÇÁÒÄÅÎÉÎÇ ÏÒ 

ÓÏÍÅÔÈÉÎÇȟ ÉÔȭÓ Á ÂÉÔ ÍÏÒÅ ÔÈÁÎ ÔÈÁÔȣ "ÅÃÁÕÓÅ ×ÈÅÎ ÐÅÏÐÌÅ ÓÁÙȡ ȬÏÈ ÙÏÕȭÒÅ ÊÕÓÔ 
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Á ÈÏÂÂÙÉÓÔȭ ) ÇÅÔ ÑÕÉÔÅ ÏÆÆÅÎÄÅÄȢ Ȭ.Ïȟ )ȭÍ ÎÏÔȭ ɍȣɎ ! ÈÏÂÂÙ ÉÓ ÓÏÍÅÔÈÉÎÇȣ )ȭÍ 

being a bit of a snob abÏÕÔ ÉÔȟ ÂÕÔ ÉÔȭÓ ÔÈÅ ÓÈÁÄÅÓ ÏÆ ÅØÃÅÌÌÅÎÃÅ ÔÈÁÔ ÙÏÕ ÍÉÇÈÔ 

ÈÁÖÅ ÉÎ ÓÏÍÅÔÈÉÎÇȢȱ She sees her qualifications as an illustration of her craft 

being more than a hobby: Ȱ×ÈÙ ×ÏÕÌÄ ) ÓÌÏÇ Á×ÁÙ ÇÅÔÔÉÎÇ Á ÑÕÁÌÉÆÉÃÁÔÉÏÎ ÁÎÄ 

go to night school to do a fine arts for two years, when I had a baby, and go on 

ÓÕÍÍÅÒ ÓÃÈÏÏÌÓ ÁÎÄ ÔÈÉÎÇÓ ɍȣɎ &ÏÒ ÍÅȟ ÔÈÁÔȭÓ ÎÏÔ Á ÈÏÂÂÙȟ ÔÈÁÔȭÓ ÂÅÃÏÍÉÎÇ 

ÍÏÒÅ ÅØÐÅÒÔ ÉÎ ÓÏÍÅÔÈÉÎÇȢȱȭ 

 Discussion and summary 

While some of the crafters appeared to be perfectionists, instead Carol and 

6ÉÃËÙȭÓ ÁÔÔÉÔÕÄÅÓ ÔÏ×ÁÒÄÓ ÐÅÒÆÅÃÔÉÏÎ ÍÁÔÃÈ 2ÕÓËÉÎȭÓ ÖÉÅ× ÔÈÁÔ ÒÏÕÇÈÌÙ ÍÁÄÅȟ 

imperfect things embody a celebration of human imperfections (1997). While 

3ÅÎÎÅÔÔȭÓ (2008)ȟ ÁÎÄ ÔÈÉÓ ÔÈÅÓÉÓȭ ÖÉÅ× ÏÎ ÃÒÁÆÔ ÁÓÓÅÒÔ ÔÈÁÔ ÃÒÁÆÔ ÓÈÏÕÌÄ ÂÅ ÄÏÎÅ 

Ȭ×ÅÌÌȭȟ ×ÉÔÈÉÎ ÏÎÅȭÓ ÁÂÉÌÉÔÉÅÓȟ this does not mean that is has to be absolutely perfect; 

the findings illustrate that even when craft is done well and carefully, a craft 

result is still not considered perfect, for example because it can still be improved, 

and often because the crafter is reluctant to call it perfect ɀ regardless of whether 

this crafter is a perfectionist or not.  

 

It can be seen from the data that both people that could traditionally be classified 

as artists (e.g. Tina and Mary) and as crafters (e.g. Jim) talked about their own 

identities and styles. This again illustrated that boundaries between art and craft 

are fading as crafters also want to express their creativity in their own 

ÉÎÄÉÖÉÄÕÁÌÉÚÅÄ ×ÁÙÓ ÁÎÄ ÄÏ ÎÏÔ ÊÕÓÔ ×ÁÎÔ ÔÏ ȬÅØÅÃÕÔÅ Á ÄÅÓÉÇÎȭ (e.g. Risatti, 2007, 

Shiner, 2012). Some participants further mentioned their need to be considered 

professional, and showcase themselves and their work, although, unsurprisingly, 

this was more present for the professionals and semi-professionals in the 

sample. This need seemed to exist both for internal reasons (e.g. self-recognition, 

becoming an expert) and external reasons (e.g. making money by distinguishing 

oneself from competitors). 
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DISCUSSION 

Reflecting on the findings uncovered through the interview and portraiture 

methods, it would be fair to say that while observation of craft practice would 

have uncovered many valuable examples of tacit knowledge (e.g. around skills 

and tool use), the employed method of narrative interviewing proved to be 

successful in uncovering personal choices, backgrounds and motivations behind 

crafting. Since many interviews, at least in part, took place in the workshops or 

location where the crafter usually works, observations were included in the data 

analysis. However, even in situations where this was not possible, 

comprehensive data around craft practice was obtained. While a more extensive 

reflection on the use of the narrative interviewing and portraiture methods in 

this study can be found in Golsteijn and Wright (2013), this section briefly 

reflects on some of the potential limitations of these methods and how the 

researcher aimed to safeguard the quality of the research. A first potential 

limitation of the narrative approach is that not everyone will be able to narrate 

(Riessman, 2008). In conscientiously engaging with the participant, the 

interviewer was able to adjust interview tactics towards the needs of each 

individual in terview, e.g. prompting more or reformulating questions if a 

participant was struggling to answer, so that no major issues were encountered 

ÁÒÏÕÎÄ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÁÂÉÌÉÔÙ ÔÏ ÎÁÒÒÁÔÅȢ &ÕÒÔÈÅÒȟ ÎÁÒÒÁÔÉÖÅ ÒÅÓÅÁÒÃÈ ÒÁÉÓÅÓ 

concerns around anonymity because of its level of contextual and personal detail 

(Smythe and Murray, 2000). This research tried to maintain anonymity through 

the use of pseudonyms, omitting details that would give away the identity of the 

ÉÎÔÅÒÖÉÅ×ÅÅ ɉÅȢÇȢ ÔÈÅ ÔÏ×Î ×ÈÅÒÅ *ÉÍȭÓ ÓÁÌÏÎ ÉÓɊȟ ÁÎÄ ÌÉÍÉÔÉÎÇ ÃÁÐÔÕÒÅÄ 

photographs to work, tools, and workplaces. There are further risks around the 

ÁÃÃÕÒÁÔÅ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔȟ ×ÈÉÃÈ ÒÅÑÕÉÒÅÓ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ ÓÅÌÆ-

awareness and reflexivity around how their background and interests shape the 

way in which data is represented (Lawrence-Lightfoot, 2005). As such, the 

ÐÏÒÔÒÁÉÔÓ ÍÁÄÅ ÃÌÅÁÒ ×ÈÉÃÈ ÓÅÃÔÉÏÎÓ ×ÅÒÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ direct quotes and which 

×ÅÒÅ ÒÅÓÅÁÒÃÈÅÒ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎÓȟ ÁÎÄ ÔÈÅÙ ÉÎÄÉÃÁÔÅÄ ×ÈÅÒÅ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ 

background may have influenced the data collected, or the way the portrait was 

written (for example in the case of the shared interest of playing the guitar 
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between Paul and the interviewer). Finally, it is sometimes argued that it is 

ÉÍÐÏÓÓÉÂÌÅ ÔÏ ÁÓÓÅÓÓ ÔÈÅ ȬÖÁÌÉÄÉÔÙȭ ÏÆ Á ÐÏÒÔÒÁÉÔȟ ×ÈÉÃÈ ÉÓ ÃÏÕÎÔÅÒÅÄ ÂÙ ÔÈÅ 

argument that there is not one truth around a phenomenon, but rather multiple 

truths that are shaped by the context and the research (Lawrence-Lightfoot and 

Davis, 1997, Riessman, 2008). In attempting to ensure that portraits represented 

participants accurately and holistically, an iterative approach was employed of 

taking notes and transcribing, and creating the portraits, whilst carefully 

checking against the raw interview data in both phases. Further, there was ample 

use of verbatim quotes from participants, alongside descriptions of the 

environment and actions of the participant. Finally, in line of feminist research 

traditions, participants were given the opportunity to read and comment on 

their own portrait. Using these mechanisms to safeguard the quality of the 

narrative interviews and portraits, it was felt that the results of these methods 

provided meaningful input for the data analysis and ideation phases. 

 

Relatedly, the question arises if the thematic analysis would have shown 

significantly different results if coding had been done on the interview 

transcripts instead of on the portraits. Although it cannot be confirmed 

irrefutably, it is believed that coding the portraits not only resulted in a 

representative and accurate data analysis ɀ after all, elaborate precautions were 

taken to assure that portraits were representative of participants holistic stories 

(as addressed above) ɀ but also that the portraits added useful insights to the 

analysis that would not have been visible in verbatim interview transcripts, such 

ÁÓ ÔÈÅ ÏÂÓÅÒÖÁÔÉÏÎ ÁÒÏÕÎÄ 0ÁÕÌȭÓ ÃÒÅÁÔÉÏÎ ÏÆ ÈÉÓ ÔÏÏÌÓȟ #ÁÒÏÌȭÓ ÓÈÙÎÅÓÓ ÔÏ ÔÁÌË 

ÁÂÏÕÔ ÈÅÒ ÃÒÁÆÔȟ ÁÎÄ 4ÉÎÁȭÓ ÁÆÆÅÃÔÉÏÎ ×ÈÅÎ ÔÁÌËÉÎÇ ÁÂÏÕÔ ÈÅÒ ÐÁÉÎÔÉÎÇÓȢ -ÏÒÅÏÖÅÒȟ 

portraits provided a useful holistic data representation that could be used in 

ideation (Chapter 5).  

 

Thematic findings from this interview study allowed for the identifications of 

characteristics of everyday physical craft that can help to theorise craft, for 

example around how crafters learn, the tools they use, the materials they use, the 

social character of craft, and motivations for craft. A complete list of craft 

characteristics can be found in Chapter 8, where these will be compared to 
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characteristics of digital craft as found in Chapter 7. When reflecting on the 

choice of participants, it can be seen that only few differences were found 

between professionals and amateurs, and between people that may traditionally 

be classified as artists and those classified as crafters (for example in mentioning 

ȬÉÎÓÐÉÒÁÔÉÏÎȭɊȢ !Ó ÍÅÎÔÉÏÎÅÄ ÉÎ ÐÒÅÖÉÏÕÓ ÃÈÁÐÔÅÒÓȟ ÔÈÅÒÅ ÁÒÅ ÏÎÇÏÉÎÇ ÄÅÂÁÔÅÓ ÉÎ 

the literature around the blurred boundaries between art and craft (e.g. Shiner, 

2012, Veiteberg, 2010) and this study confirms that, at least for everyday 

practices, art and craft realms are not clearly demarcated. Everyday creativity in 

making practices (Gauntlett, 2011) manifests itself in many different forms and 

everyday crafters do not seem particularly concerned with classifying their 

practices. Further, although the main motivations and learning processes for 

craft were self-driven and autonomous, a vision of a creative genius (Gauntlett, 

2011) who works in artistic isolation in a process characterised by tacit 

knowledge and states of flow does not paint an accurate picture. Although such 

expert states in material and tool use, and such emotions, are reached by 

everyday crafters ɀ and are experienced as highly enjoyable ɀ there is also 

explicit planning, discussion, research, and organised learning involved. It seems 

that everyday craft requires a combination of tacit and explicit knowledge as 

crafters shift between stages of focusÅÄ ȬÄÏÉÎÇȭȟ ÅÎÇÁÇÉÎÇ ×ÉÔÈ ÍÁÔÅÒÉÁÌÓ ÁÎÄ 

tools, and letting out their creativity; and acknowledging what they do not know, 

and planning further skills development, professionalism, and tool acquisition or 

creation. Craft also appears more driven by the craft process than the result, and 

in this process, crafters do not oppose the use of technology or machines, but 

instead embrace these as means to help them in their craft endeavours as 

theorised in the literature (e.g. Gauntlett, 2011, McCullough, 1996). This opens 

up interesting opportunities for hybrid craft as this can offer a new area for 

creative expression, in which new possibilities are presented through 

technological means, e.g. a hybrid craft toolkit. If carefully designed, such 

technological means could support the oscillation between tacit and explicit 

knowledge as crafters explore and define their own practices within new 

everyday craft domains. The next chapter presents the design process in which 

the interview findings were used to design a hybrid craft toolkit.  
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CHAPTER 5: DESIGN JOURNEY 

 

 

 

 

 

Design and prototyping activities are crucial to an interaction design research 

project26. As discussed in Chapter 3, design action in research through design, i.e. 

the development of design concepts and the creation of interactive prototypes, 

helps to identify opportunities and design directions; creates concrete artefacts 

that embody theory and opportunities; allows for design solutions to be 

evaluated, and leads to discussions and new insights and ideas (e.g. Hoven et al., 

2007, Zimmerman et al., 2007). Because much design knowledge lies in concrete 

concepts, and the road towards these concepts (e.g. design decisions, ideation 

considerations), it was considered crucial to give enough attention to the design 

journey from ideation to prototype, rather than merely discussing the final 

ÉÍÐÌÅÍÅÎÔÁÔÉÏÎȢ )ÄÅÁÓ ×ÅÒÅ ÇÅÎÅÒÁÔÅÄ ÕÓÉÎÇ ÔÈÅ ȬÉÄÅÁ ÇÅÎÅÒÁÔÉÏÎ ÔÈÒÏÕÇÈ 

ÐÏÒÔÒÁÉÔÕÒÅȭ ÍÅÔÈÏÄ (Golsteijn and Wright, 2013), and annotated portfolios 

(Gaver and Bowers, 2012) ×ÅÒÅ ÃÒÅÁÔÅÄ ×ÈÉÃÈ ÓÅÒÖÅÄ ÔÏ ÉÄÅÎÔÉÆÙ ȬÆÁÍÉÌÉÅÓȭ ÏÆ 

ideas, and to derive initial design directions. These annotated portfolios serve as 

intermediate level knowledge (residing between general theories and specific 

design instances) for designing for hybrid craft (Löwgren, 2013), and contribute 

concrete design ideas and initial design directions; both will be further 

developed in Chapters 8 and 9. It is hereby important to note that design ideas 

ÆÕÎÃÔÉÏÎ ÁÓ ȬÐÌÁÃÅÈÏÌÄÅÒÓȭ (Gaver and Martin, 2000) for design possibilities in the 

area of hybrid craft: conceptual designs that encourage discussion about hybrid 

ÃÒÁÆÔ ×ÉÔÈÏÕÔ ÎÅÃÅÓÓÁÒÉÌÙ ÂÅÉÎÇ ÔÈÅ ȬÐÅÒÆÅÃÔȭ ÓÏÌÕÔÉÏÎȢ )ÍÐÏÒÔÁÎÔÌÙȟ ÁÓ 

placeholders, the ideas occupy points in the design space ɀ while the annotated 

                                                        
26 Sections of this chapter have previously been published in Golsteijn and Wright (2013) and 
Golsteijn et al. (2014). 
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portfolios occupy areas in the design space (Gaver and Bowers, 2012) ɀ and they 

encourage discussion because they are presented as conceptual ideas (Gaver and 

Martin, 2000). It is therefore of lesser importance to assess feasibility or 

applications of ideas. This chapter addresses how the idea generation through 

portraiture method was used to generate ideas, presents the resulting ideas and 

design directions in an annotated portfolio, and addresses the development and 

implementation of the Materialise craft set. 

IDEA GENERATION THROUGH PORTRAITURE 

Findings from the physical craft interviews informed the design work in this 

chapter through the use of the crafter portraits in ideation27. Insights from the 

thematic analysis were further used in informing design guidelines through a 

comparison of physical and digital craft and pulling together findings from all 

empirical work (Chapter 8). The idea generation through portraiture consisted 

of individual brainstorm sessions by the author of this thesis; each session 

ÆÏÃÕÓÉÎÇ ÏÎ ÏÎÅ ÓÐÅÃÉÆÉÃ ÃÒÁÆÔÅÒȢ "ÒÁÉÎÓÔÏÒÍÉÎÇ ÃÅÎÔÒÅÄ ÏÎ ÔÈÅ ÑÕÅÓÔÉÏÎȡ ȬÉÆ ÔÈÉÓ 

crafter would include digital media or digital technologies in their craft, what 

could be designed for thÅÍȩȭ %ÁÃÈ ÓÅÐÁÒÁÔÅ ÂÒÁÉÎÓÔÏÒÍ ÓÅÓÓÉÏÎ ÂÅÇÁÎ ÂÙ ×ÒÉÔÉÎÇ 

down a few key statements for each crafter that arose from the portraits, e.g. for 

*ÏÈÎȟ ÔÈÅ ×ÏÏÄ ÁÎÄ ÍÅÔÁÌ ÈÏÂÂÙÉÓÔȟ ÔÈÉÓ ÉÎÃÌÕÄÅÄ ȬÒÅÃÙÃÌÉÎÇ ÍÁÔÅÒÉÁÌÓȭȠ ÆÏÒ *ÉÍȟ 

ÔÈÅ ÈÁÉÒÄÒÅÓÓÅÒȟ ȬÁÐÐÒÅÎÔÉÃÅÓÈÉÐȭȠ ÆÏÒ 6ÉÃËÙȟ ÔÈÅ ÓÉÌË ÐÁÉÎÔÅÒȟ ȬÃÏÌÌÁÂÏÒÁÔÉÖÅ 

ÃÒÁÆÔÉÎÇȭȠ ÁÎÄ ÆÏÒ 0ÁÕÌȟ ÔÈÅ ÇÕÉÔÁÒ ÂÕÉÌÄÅÒȟ ȬÍÁËÉÎÇ ÙÏÕÒ Ï×Î ÔÏÏÌÓȭȢ 3ÕÂÓÅÑÕÅÎÔÌÙȟ 

ideas were generated by considering these key statements and intensively 

reading and rereading the portraits, which triggered new ideas in an iterative 

process. Over ten ideas per crafter were generated. For example, for Lucy, who 

often felt guilty about having the time to craft and therefore about showing her 

craft, a locket was designed to keep the results of her craft hidden to treasure 

individually; and for Mary, who missed the co-presence and solidarity of fellow 

crafters, a remote awareness system was sketched that would allow her to feel 

the presence of other crafters and communicate with them. After the initial idea 

                                                        
27 As mentioned, digital craft interviews were done later in the research process after a need for 
them had been identified throughout ideation and concept development; digital crafter portraits 
were therefore not included in the idea generation through portraiture. 
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generation phase, design ideas were distilled into a set of four or five key 

statements per crafter that summarised and highlighted interesting insights 

ÆÒÏÍ ÔÈÅ ÐÏÒÔÒÁÉÔÓ ÁÎÄ ÄÅÓÉÇÎ ÉÄÅÁÓȟ ÆÏÒ ÅØÁÍÐÌÅ ÆÏÒ 0ÁÕÌ ÔÈÉÓ ÉÎÃÌÕÄÅÄ ȬÏÎÌÉÎÅ 

workshops and guilds rather than Á ȰÔÁËÅ ×ÈÁÔ ÙÏÕ ÎÅÅÄȱ ÍÅÎÔÁÌÉÔÙȭȟ ÆÏÒ #ÁÒÏÌ 

ȬÔÈÅ ÃÒÁÆÔ ÉÓ ÉÎÆÌÕÅÎÃÅÄ ÂÙ ×ÈÏ ÙÏÕ ÁÒÅ ÃÏÍÍÕÎÉÃÁÔÉÎÇ ×ÉÔÈ ÄÕÒÉÎÇ ÔÈÅ ÐÒÏÃÅÓÓȭȟ 

ÁÎÄ ÆÏÒ *ÉÍ ȬÔÈÅ ȰÆÉÎÇÅÒÐÒÉÎÔȱ ÏÒ ÍÁËÅÒȭs stamp of the anonymous crafter for 

ÄÉÇÉÔÁÌ ÍÁÔÅÒÉÁÌÓȭȢ &ÉÎÁÌÌÙȟ Ô×Ï ÏÒ ÔÈÒÅÅ ÉÄÅÁÓ ÐÅÒ ÃÒafter were selected and 

developed based on originality, feasibility, and relevance to the aim of designing 

for hybrid craft. At this point ideas were also compared across different crafters 

and similar ideas were combined to develop coherent concepts that would suit 

larger target groups, while each idea still related most strongly to a specific 

crafter. Sketches were created for further exploration of design concepts. This 

resulted in 22 design concepts in total, addressed in the next section. The process 

of idea generation for each individual crafter can be seen in Figure 5.1. 

 

 

 

Fig. 5.1 Research portraits around the physical crafters were used in idea generation in a 

process of writing down key statements per crafter; generating design ideas; distilling and 

selecting key ideas; and developing design concepts. Note that this figure shows the 

process for one crafter, which was repeated for all crafters.  
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A NNOTATED PORTFOLIO 

Annotated portfolios can take any form (Gaver and Bowers, 2012), but for this 

chapter a combination of visuals ɀ the concept sketches of the ideas ɀ and textual 

annotations is chosen. The 22 design concepts are included in an annotated 

portfolio fÉÇÕÒÅ ÔÈÁÔ ÌÉÎËÓ ȬÆÁÍÉÌÉÅÓȭ ÏÆ ÉÄÅÁÓ ÔÈÁÔ ÓÈÁÒÅ ÃÏÍÍÏÎ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓ 

(Figure 5.2). Families were identified by grouping similar ideas and using post-it 

notes to give short descriptions to groups of ideas (Kawakita, 1982). In Figure 

5.2, the coloured frames demarcate families of ideas, which are annotated in bold 

in the same colour. Ideas within families are further annotated by specifying how 

each idea relates to the characteristic of that family, which is shown through 

coloured text in a smaller font. 
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Fig. 5.2 The annotated portfolio represents annotated families of ideas for hybrid craft.  
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CR AFT ING PER SO NAL MEDIA  OB J EC TS 

The first family of ideas that was identified was crafting personal media objects. 

As an example of an application area for hybrid craft this is believed to be a 

promising direction for further design ideas. An example of an idea in this family 

ÔÈÁÔ ×ÁÓ ÂÁÓÅÄ ÏÎ *ÏÈÎȭÓ ÐÏÒÔÒÁÉÔȟ ÔÈÅ ×ÏÏÄ ÁÎÄ ÍÅÔÁÌ ÈÏÂÂÙÉÓÔȟ ×ÁÓ ÔÈÅ 

ȬÉÎÆÏÒÍÁÔÉÏÎ ÃÏÌÌÅÃÔÉÏÎ ÔÏÏÌȭ ɉNumber 10 in Figure 5.2). This idea was generated 

based on the observation that John liked efficiency and creating his own tools 

and systems that made his life more efficient. The information collection tool is 

an example of a system that could do this for personal digital media: it helps 

users to collate information from different platforms, social media, local media, 

and different devices and subsequently craft easily accessible media albums; a 

similar idea is Number 11, which also includes physical objects in the album, 

such as tickets and physical souvenirs. Other ideas in this family provided 

examples of creating physical, digital and hybrid personal media objects, while 

others considered the extent to which templates can be used to support the 

creation of personal media objects (e.g. Numbers 1 and 8), i.e. which parts of the 

craft process can a system support through automation, and which parts can 

provide an enjoyable craft experience? 

 

ENHANC ING EX IST ING CR AFT  T EC HNIQ U ES  

Another family grouped ideas that enhance existing physical craft techniques 

with digital technology, such as painting, embroidery, making photo collages, and 

cÁÒÔÏÇÒÁÐÈÙȢ !Î ÅØÁÍÐÌÅ ÏÆ ÁÎ ÉÄÅÁ ÉÓ ȬÐÈÏÔÏÓ ÂÙ ÎÕÍÂÅÒÓȭ ɉ.umber 9): any 

photograph can be converted into a paint-by-numbers type of representation. A 

software tool helps users to select photos with the right colour features, which 

can then be printed, cut out, and glued out to form a photo collage of a photo. 

This idea was inspired by Tina, the paint artist, who talked about the use of 

colour and about how fellow painters would sometimes paint a copy of an image, 

which she did not consider art, while she pÒÅÆÅÒÒÅÄ ÔÏ ÄÏ ȬÓÏÍÅÔÈÉÎÇ ÓÐÅÃÉÁÌȭ 

with an image. This idea calls up questions around what is art or craft. Painting 

by numbers, from which this idea is derived, is not considered art by most, but it 

does provide a good platform for beginners to explore painting and colour 
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composition. This links back to the question posed earlier: how can a system 

effectively support crafters, without taking away the craft element? A related 

exploration in this direction is how much the time and effort users may spend 

crafting physically or digitally (Number 5), and how a system can support this. 

 

M IX ING MATER IALS  

Several ideas focused on mixing different physical or digital materials, or both, in 

ÔÈÅ ÃÒÅÁÔÉÏÎ ÏÆ ÍÕÌÔÉÍÅÄÉÁ ÏÒ ÈÙÂÒÉÄ ÏÂÊÅÃÔÓȢ 4ÈÅ ȬÍÕÌÔÉÍÅÄÉÁ ÓÌÉÄÅÓÈÏ×ȭ 

(Number 12) uses a software tool and connectable slide-layers to create physical 

multi -layer slides (e.g. with images, music, and voice), which can then be used in 

a multimedia slideshow using a projector. This idea was inspired by Lucy, the 

mixed media artist, who liked to combine different materials. Similarly, in hybrid 

craft different physical and digital materials can be combined in various ways. 

 

MATER IAL ITY   

This family encouraged thinking about implementing materiality in the 

interaction with digital m edia, such as using material interactions or 

implementing different affordances and feel of digital materials. An example is 

ȬÍÁÔÅÒÉÁÌ ÐÒÏÂÅÓȭ ɉNumber 15): a number of physical objects that explore how 

different digital media may feel, e.g. a video may feel smoother than a photo, and 

a website may have a different shape than an audio file. This idea was inspired by 

Mary, the glass artist, who mentioned how much she loved the feel of the 

physical materials she works with; how can such material characteristics be 

introduced in the digital realm to support hybrid craft? 

 

USING PHY SIC AL  STR ENGTHS 

Four ideas were grouped in a family that addressed using the strengths of 

ÐÈÙÓÉÃÁÌ ÃÒÁÆÔ ÉÎ ÄÉÇÉÔÁÌ ÏÒ ÈÙÂÒÉÄ ÃÒÁÆÔȢ /ÎÅ ÅØÁÍÐÌÅ ÉÓ ÔÈÅ ȬÃÌÁÙ ÔÏÏÌȭ ɉNumber 

18), which wÁÓ ÉÎÓÐÉÒÅÄ ÂÙ 0ÁÕÌȭÓ ÃÒÅÁÔÉÖÉÔÙ ÉÎ ÍÁËÉÎÇ ÈÉÓ Ï×Î ÔÏÏÌÓ ÉÎ ÇÕÉÔÁÒ 

building. The clay tool allows crafters to create their own computer input device 

by using a set of sensors and actuators and a lump of clay, so they can make the 
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appropriate tool for each task at hand, instead of having to rely on manufactured, 

ÇÅÎÅÒÉÃ ÔÏÏÌÓȢ !ÎÏÔÈÅÒ ÅØÁÍÐÌÅȟ ÉÎÓÐÉÒÅÄ ÂÙ *ÏÈÎȭÓ ÌÏÖÅ ÆÏÒ ÒÅÃÙÃÌÉÎÇ ÍÁÔÅÒÉÁÌÓ 

and creating beautiful things from used materials rather than discarding them, 

×ÁÓ ÔÈÅ ȬÔÒÁÉÎ ÔÉÃËÅÔ ÐÒÏÊÅÃÔȭ ɉNumber 21). This is essentially an art project in 

which skilled crafters create a piece from used train tickets while keeping in 

mind the origins and destinations of these tickets. People can donate their tickets 

and will receive access to a bespoke website that lets them keep track of the 

project, get in touch with the makers, contribute to the making, and discuss the 

ÐÒÏÊÅÃÔ ×ÉÔÈ ÏÔÈÅÒÓȢ ! ÆÉÎÁÌ ÅØÁÍÐÌÅ ÉÓ ÔÈÅ ȬÍÁËÅÒȭÓ ÓÔÁÍÐȭ ɉNumber 22), which 

×ÁÓ ÉÎÓÐÉÒÅÄ ÂÙ ÔÈÅ ÏÂÓÅÒÖÁÔÉÏÎ ÔÈÁÔ *ÉÍȭÓ ÃÒÁÆÔ ÉÓ ÁÃÔÕÁÌÌÙ ÁÎÏÎÙÍÏÕs; people 

see the hairdos he has created but in most cases they do not know who has made 

them. Similarly, in digital realms it is often not known who the artist or crafter is, 

or they are known under a pseudonym. In contract, in most physical craft 

disciplines, crafters have ways to show the work is theirs, either by using specific 

techniques, signature creations, or branding a creation (as John did with his 

craft). 4ÈÅ ÍÁËÅÒȭÓ ÓÔÁÍÐ ÉÓ Á ÐÈÙÓÉÃÁÌ ÓÔÁÍÐ ÔÈÁÔ ÃÁÎ ÍÁÒË ÄÉÇÉÔÁÌ ÃÒÁÆÔ ÔÈÒÏÕÇÈ 

tangible interaction so that it is always identifiable as being made by that crafter. 

 

USING D IG ITAL  STR ENGTHS 

As counterpart of the previous one, this family looked at what digital strengths 

may enhance a physical craft practice, such as recording and collating 

information  ÅÁÓÉÌÙ ÏÒ ÓÈÏ×ÉÎÇ ÔÈÅ ÐÒÏÃÅÓÓ ÏÆ ÍÁËÉÎÇȢ Ȭ)ÎÔÅÒÁÃÔÉÖÅ ÁÒÔȭ ɉNumber 

13) allows for the creation of an interactive art work by triggering paint balloons 

to pop through text messages. Different messages can have different results so 

the process of making will be visible in the result. A similar idea that was, same 

ÁÓ ÔÈÅ ÐÒÅÖÉÏÕÓ ÉÄÅÁȟ ÉÎÓÐÉÒÅÄ ÂÙ #ÁÒÏÌ ×ÁÓ ȬÃÏÍÍÕÎÉÃÁÔÉÏÎ ÁÒÔȭ (Number 17): 

using an interactive canvas, stored communication (e.g. text messages, emails) or 

communication that was had during crafting, can be selected, included in an 

artwork, and displayed. Carol enjoyed making creations for specific people and 

often remembered her making process; using a system such as communication 

art, her memories and communication with that person can be embedded in a 

craft piece to potentially make it even more valuable. 
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SOC IAL  CRAFT  FOR MS AND CO LLAB O R ATIO N  

Finally, several ideas include social elements, such as collaborative craft or 

increasing awareness of the presence of other crafters. An example is 

ȬÃÏÌÌÁÂÏÒÁÔÉÖÅ ÃÒÁÆÔÉÎÇȭ ɉNumber 16), which was inspired by Vicky, the silk 

painter, who had made a collaborative piece with her silk painters group. 

Collaborate crafting can be more easily done in the digital realm since it offers 

possibilities for remote collaboration via the internet. Using digital media, 

friends each create a layer of a collaborative piece that is subsequently 

combined. Layers overlap and thus can obscure underlying work, which calls up 

questions around the editability of digital craft and reÓÐÅÃÔ ÆÏÒ ÏÔÈÅÒÓȭ ×ÏÒËȟ ÅȢÇȢ 

similar to street graffiti codes of conduct, will crafters respect the underlying 

work of their peers by not obscuring it but instead working around it? Another 

ÅØÁÍÐÌÅ ÉÓ ÔÈÅ ȬÏÎÌÉÎÅ ÇÕÉÌÄȭ ɉNumber 19), which is a place where interested 

crafters can get together to share their love for their craft, and digital 

apprenticeships can be established. Members have to be committed to the guild 

ÁÎÄ ÃÏÎÔÒÉÂÕÔÅ ÔÏ ÔÈÅ ÃÏÍÍÕÎÉÔÙȠ ÉÎÓÔÅÁÄ ÏÆ ÍÅÒÅÌÙ ȬÔÁËÉÎÇȭ ÔÈÅ ÉÎÆÏÒÍÁÔÉÏÎ ÔÈÁÔ 

is available as is the usual approach to online resources. This idea was inspired 

ÂÙ 0ÁÕÌȭÓ ×ÉÓÈ ÔÏ ÏÎÌÙ ÔÅÁÃÈ ÔÈÏÓÅ ÓÔÕÄÅÎÔÓ ×ÈÏ ×ÅÒÅ ÃÏÍÍÉÔÔÅÄ ÅÎÏÕÇÈ ÔÏ 

guitar building. 

 

These families of ideas were considered promising directions for further ideas 

around hybrid craft. They were used in combination with findings from the 

prototype evaluation (Chapter 6) and a comparison of interview findings around 

physical and digital craft to formulate design guidelines for hybrid craft (Chapter 

8). These guidelines were used to generate further design ideas (Chapter 9) that 

aimed to combine physical and digital more strongly based on collated findings 

around hybrid craft, because in some ideas in Chapter 5, craft was fairly 

simplistic on the digital side, e.g. it merely consisted of bringing in digital media, 

but there was no real digital crafting or editing process involved. Ideas 

nevertheless highlighted interesting themes within design for hybrid craft, and 

further led to the design of the Materialise craft set, which will be described in 

the next section. 
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DEVELOPMENT OF CRAFT SET ôMATERIALISEõ  

After ideation and the creation of concept sketches, design concepts were 

considered for further development. Ideas were informally evaluated based on 

feasibility (could the idea be prototyped in a suitable way?); relevance and depth 

(was the idea an example of hybrid craft that could serve to increase insight in 

this area?); and originality (was the idea novel enough to generate ideas for 

further design and possible applications?) Based on these criteria, the Mixtape 

2.0 idea was chosen for further development (Number 14 in Figure 5.2, and 

Figure 5.3a) because it was believed capable of representing a hybrid craft 

practice at a fundamental level, which was beneficial for exploration of what this 

ÐÒÁÃÔÉÃÅ ÍÁÙ ÂÅȢ 4ÈÉÓ ÉÄÅÁ ×ÁÓ ÉÎÓÐÉÒÅÄ ÂÙ ,ÕÃÙȭÓ ÐÒÁÃÔÉÃÅ ÏÆ ÍÉØÉÎÇ ÐÈÙÓÉÃÁÌ ÁÎÄ 

ÄÉÇÉÔÁÌ ÃÒÁÆÔ ÍÁÔÅÒÉÁÌÓ ÉÎ ÈÅÒ ÁÒÔ×ÏÒË ÁÎÄ ȬÅØÐÌÏÒÉÎÇ ÍÅÄÉÁȭȟ ÉÎÃÌÕÄÉÎÇ ÔÈÅ ÕÓÅ ÏÆ 

personal photographs to explore her own identity. The Mixtape 2.0 idea 

consisted of a building set that allowed for the creation of a customised media 

cube by connecting six physical building blocks, which could each hold one 

specific digital media file, e.g. a photo, an audio file, or a text message, that 

represented something that was important to the crafter. The physical object 

could then be decorated and edited, and there could be an associated website 

with stories behind media, in case a cube was created as a personalised gift. This 

idea was developed into a much more flexible and open-ended building set for 

ÈÙÂÒÉÄ ÃÒÁÆÔȟ ÃÁÌÌÅÄ Ȭ-ÁÔÅÒÉÁÌÉÓÅȭȢ )ÎÓÔÅÁÄ ÏÆ ÂÕÉÌÄÉÎÇ Á ÃÕÂÅ ×ÉÔÈ Á ÆÉØÅÄ ÎÕÍÂÅÒ 

of components, a platform was developed that consists of building components 

in many different shapes and forms that each can have their own building 

possibilities and options for including digital media, in order to provide more 

flexible ways for crafting which appeared so important for the physical crafters. 

Figures 5.3b-c show sketches that were done to explore which blocks could be 

included and how they may be connected. To allow for great flexibility, magnets 

were used to connect building components; the development of the prototype 

and which blocks were included will be further addressed in the next section. 
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Fig. 5.3a) concept sketch of the Mixtape 2.0 idea; b) exploring connectors; c) sketches that 

explore which blocks can be included.  

 

4ÈÅ Ȭ-ÁÔÅÒÉÁÌÉÓÅȭ ÃÒÁÆÔ ÓÅÔ ÃÏÎÓÉÓÔÓ ÏÆ ÐÈÙÓÉÃÁÌ ÂÕÉÌÄÉÎÇ ÂÌÏÃËÓȟ ÓÏÍÅ ÏÆ ×ÈÉÃÈ ÃÁÎ 

incorporate digital media ɀ in the prototype this is operationalised through the 

provision of a screen or audio player and speaker. Physical and digital 

components can be combined in various ways for creative applications, due to 

the provision of building blocks in different shapes and materials which can be 

connected in various ways and orientations. As a means to create compositions 

from physical and digital materials, Materialise not only addresses forms of craft 

that include existing elements (e.g. media files), but also addresses views in 

materiality research that consider ȬÃÏÍÐÏÓÉÔÉÏÎȭ Á ËÅÙ ÆÁÃÔÏÒ ÉÎ ÓÕÃÃÅÓÓÆÕÌ 

integration of physical and digital materials in design (e.g. Kwon et al., 2014, 

Wiberg et al., 2012, Wiberg and Robles, 2010). To support the integration of the 

digital media files, a software application was implemented that allows users to 

start composing how the digital media will be integrated in the physical creation, 

by showing digital representations of the physical building blocks that display 

the digital media. These blocks can be dragged, rotated and connected in the 

software in much the same way as the actual physical blocks.  
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Extending the idea behind the Mixtape 2.0, it was intended that Materialise 

would primarily be used with personal digital mediaȟ ÓÕÃÈ ÁÓ ÐÅÏÐÌÅȭÓ 

photographs and favourite music, because this was assumed to provide a 

valuable context and goal for hybrid craft that people could relate to, e.g. the 

creation of personal, interactive, physical-digital media objects. Materialise 

further embodies the family of ideas around mixing materials, and incorporates 

some digital strengths (e.g. dynamic display, editability and interactivity) in 

hybrid craft. Looking back at the thematic results from the physical craft 

interviews, it is anticipated that the set will be able to provide insight in the 

autotelic nature of the craft process, surprises and novelty in the process, 

potential use of craft results, the use of physical techniques and existing physical 

materials (mostly how they are combined with digital materials), social 

dynamics around hybrid craft, and enjoyment of craft. In its current design, the 

set does not allow for extensive exploration of learning craft and developing craft 

skills, properties of physical materials in relation to digital materials, physical 

tool use and selection, and crafter identities. However, it would be impossible to 

explore all these dimensions with a single design, and Materialise aims in the 

first place to explore hybrid craft: everyday creative practices which use both 

physical and digital materials, techniques, and tools, to make physical-digital 

creations. Materialise supports a hybrid craft process, by including both physical 

building with physical components, and digitally composing the media on screen. 

It further supports a hybrid craft result, by resulting in a creation that is 

interactive (more about this in the next section) and includes both physical and 

digital materials. Workshops with the prototype (Chapter 6) allowed for an 

evaluation of the extent to which Materialise is (hybrid) craft. Themes that were 

not addressed directly in the design, such as the influences of material 

characteristics and tool use, were later reflected on based on workshop findings, 

and conceptual ideas were formulated that could serve to further explore these 

themes in future research (see Chapter 9). 
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PROTOTYPE IMPLEMENTATION 

A prototype of the Materialise craft set was implemented (Figure 5.4) to be used 

in a set of creative workshops to explore hybrid craft, and designing for hybrid 

craft. For feasibility reasons, only a selection of building blocks were 

implemented, which consisÔÅÄ ÏÆ ÔÈÒÅÅ ȬÁÃÔÉÖÅ ÂÌÏÃËÓȭ ɀ which contained digital 

media files ɀ ÁÎÄ Á ÌÁÒÇÅ ÖÁÒÉÅÔÙ ÏÆ ȬÐÁÓÓÉÖÅ ÂÌÏÃËÓȭɀ which were not interactive 

and did not contain digital media but could be used to build physical structures. 

Further, a software application was implemented that could be used to position 

and upload media to the active blocks. 

 

 

Fig. 5.4 The Materialise prototype.  
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AC TIVE  BU ILD ING BLO C K S 

Two different types of active building blocks were implemented. The first type 

had a touch screen (Figure 5.5a). This type of block could display a series of 

digital ÉÍÁÇÅÓȟ ÁÎÄ ÐÒÏÖÉÄÅÄ ÉÎÔÅÒÁÃÔÉÖÉÔÙ ÂÙ ÁÌÌÏ×ÉÎÇ ÔÈÅ ÕÓÅÒ ÔÏ ÐÒÅÓÓ ÔÈÅ ȬÎÅØÔȭ 

ÁÎÄ ȬÐÒÅÖÉÏÕÓȭ ÂÕÔÔÏÎÓ ÏÎ ÔÈÅ ÓÃÒÅÅÎ ÔÏ ÃÈÁÎÇÅ Ôhe image, or it could 

automatically display a sequence of images by activating a slideshow on the 

touchscreen. The second type of active block could play digital audio files (Figure 

υȢυÂɊȢ )Ô ÃÏÕÌÄ ÐÌÁÙ Á ÓÅÑÕÅÎÃÅ ÏÆ ÓÏÕÎÄÓ ÂÙ ÐÒÅÓÓÉÎÇ ȬÎÅØÔȭ ÁÎÄ ȬÐÒÅÖÉÏÕÓȭ 

buttons on the block. Due to prototype limitations ɀ the electronic components 

were too bulky to integrate a speaker in a reasonably sized block ɀ an external 

speaker was used that was plugged in to the audio block and could be connected 

to any block with a magnet. Using a long extension cable, there was still plenty of 

flexibili ty in where this speaker could be placed. Three active blocks were 

implemented for the prototype, of which two were of the image type and one of 

the audio type. The active blocks were implemented using the .NET Gadgeteer 

prototyping platform 28 and programmed using the C# programming language. 

Apart from a touchscreen or an audio module all blocks had Wi-Fi capabilities, 

and a micro-SD card reader. Casings were designed in the CAD software 

Solidworks, and 3D printed so that each block was as compact as possible for the 

electronic components that were needed, and magnetic connections could be 

provided on the outsides of the blocks. Wi-Fi capabilities were used to download 

media content wirelessly from a webserver, which was the dedicated place for 

users to store media they wanted to upload to the blocks. Media content was 

downloaded and saved on the micro-SD card and consequently displayed or 

ÐÌÁÙÅÄ ÂÁÃËȢ %ÁÃÈ ÂÌÏÃË ÆÕÒÔÈÅÒ ÈÁÄ Á ȬÒÅÌÏÁÄȭ ÂÕÔÔÏÎ ×ÈÉÃÈ ÃÏÕÌÄ ÂÅ ÕÓÅÄ ÔÏ 

reload media files from the server if the content on the server had been updated 

by the user. Wi-Fi capabilities were further used for communication between 

active blocks. Whenever content was changed on one block, either because a 

slideshow was activated, or by user input, the filename of the new media file that 

was displayed or played was passed on to the other blocks wirelessly. The other 

blocks then checked if their file lists contained media with this file name and, if 

                                                        
28 http://www.netmf.com/gadgeteer/ (Accessed June 2014). 
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this was the case, displayed or played that media. This allowed users to associate 

multiple related media files and display them at the same time, e.g. two photos 

taken at the same event, and an audio file related to that same event. This 

function provided interactivity for the hybrid creation; apart from being able to 

easily change the physical composition, digital media on the blocks could be 

easily changed and updated by the user to alter the hybrid end result. 

 

 

Fig. 5.5 The prototyped active blocks: a) image building block; and b) audio building block 

with a speaker.  

 

 

PASSIVE  BU ILD ING BLO C K S 

Passive blocks did not have interactive functions but could be used to enhance 

the physical composition. Most passive blocks were made of wood and included: 

four white cubes that could serve as whiteboards; four cubes that were painted 

wi th blackboard paint; nine bar-shaped blocks; a frame; four rings; two blocks 

with hooks. Further building blocks were: a pin board; a clip; two magnet 

boards; and magnetic transparent sleeves. All building blocks, including the 

active building blocks, were equipped with a number of magnets to allow for 

them to be connected in different ways. To provide more flexibility in how blocks 

could be connected metal connector strips were also provided of different 

lengths and with different angles. See Figure 5.6a for examples of passive blocks 

and connector strips. Furthermore, whiteboard markers, chalk, paper and pens, 

scissors, and pins were included to allow users to write, draw, and attach notes 

to the creation. Finally, a variety of Lego bricks were provided which could be 
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connected to the other building blocks in a number of ways: some Lego bricks 

were equipped with a magnet on the underside; other Lego bricks were adapted 

to have magnets and small metal discs on the top; and a wooden block was 

provided that had holes in which Lego bricks could be clicked for further 

building flexibility; see Figure 5.6b for the Lego connector blocks. The passive 

blocks and connector strips in combination with the Lego bricks were expected 

to provide the users with great flexibility to execute their ideas about what they 

wanted to create physically, and in addition provided means to bring in 

additional materials ɀ for example magnetic objects ɀ beyond the set. 

 

 

Fig. 5.6a) Examples of passive building blocks and connector strips ; and b) Lego connector 

blocks and adapted Lego bricks.  

 

 

USER  SO FTW AR E 

With help of a professional software engineer, the researcher implemented a 

software application in the programming language Delphi. This application 

allowed users to start exploring the hybrid composition digitally, and helped 

them with the media uploading process. The software showed digital 

representations of the active building blocks that could be dragged and rotated 

to explore the physical composition. By clicking a digital representation of a 

block (Figure 5.7a), a pop-up window would appear which would allow the user 

to drag and drop media content from a directory on their computer to the block. 

Image files could then be seen on the illustration of the block to give the user an 

idea of what it would look like on the physical blocks and thus how this may be 
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incorporated in a physical creation (Figure 5.7b). After selecting media and 

dragging these to the desired blocks the user had the option to change the target 

file name of each media file to be able to link related media on the active blocks; 

after all, files with the same file name were displayed at the same time. After 

renaming, media could be uploaded to the webserver, from where they were 

downloaded by the active blocks, which each had their own dedicated directory 

on the webserver. The software provided functions to either add the media to 

any media that was already on a block, or overwrite existing media and form a 

new set of content. Restrictions of the implementation of the user software were 

the absence of built-in image editing possibilities, such as rotating, resizing and 

cropping images; and audio editing possibilities, such as clipping a section of 

audio, and changing the bitrate. Because these functions were important for 

accurate functioning of the active blocks ɀ images needed to be adjusted to fit the 

screen resolution and the audio bitrate needed to be 128 kbps or lower for 

smooth audio feedback ɀ some preparation of media files using other software 

applications was needed during the break in the creative workshops. 

 

 

Fig. 5.7 Screenshots of the user software: a) representations of the physical building 

blocks that can be dragged and rotated; and b) a pop -up window could be used to drag and 

drop media content to th e media blocks and display these.  

 

 

OTHER  ENVIS IO NED FU NC TIO NAL ITY 

Because of technical limitations in the .NET Gadgeteer prototyping platform, and 

time restrictions, not all envisioned functionality was implemented. As 

addressed, the blocks could display images and navigate through an image 

sequence; show a slideshow; play audio files and navigate through the audio 
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sequence; and communicate wirelessly with each other and a webserver. Other 

functionality that was not implemented was brought up in the workshops to get 

participants thinking beyond the current possibilities, and included: 

downloading content from Facebook, e.g. displaying a Facebook photo on one 

block and the comments with that photo on another block; live feeds from the 

internet, e.g. Facebook status updates or Tweets; playing videoclips; easy ways to 

load web content to the blocks; and text content, e.g. email or forwarding text 

messages from a mobile phone to a block. 

 

EX AM PLE O F  A  DY NAM IC  HY BR ID  CR EATION W ITH  MATER IAL ISE 

In order to illustra te how Materialise could be used to craft hybrid, interactive 

creations, an example was created that used online available digital media 

(Figure 5.8). In this example, the image blocks displayed a series of images of 

cartoon and movie characters headshots (e.g. the Men in Black, the Muppets, 

Wallace and Gromit, the Blues Brothers); for each movie an iconic duo was 

included. The physical creation around these blocks represented bodies for the 

characters so that the physical and digital elements form a meaningful 

integration of complete characters. The audio block contained the theme songs of 

all the movies the displayed characters feature in. This creation was realised by 

first finding the relevant images and audio online, and editing these to create 

short audio snippets and cropped headshots. The Materialise user software was 

then used to drag the media to the different blocks and rename the related media 

so that all files in each set (two images and one audio file) had the same names 

and were linked. Finally, the physical bodies were created from diverse 

components available in the set. The hybrid creation was interactive and could 

change over time: when changing an image or the audio (by pressing a 

navigation button on a block), the other blocks automatically selected the files 

that complemented the new image or audio file, so that each block represented 

media from the same movie. The creation thus reacted to changes made by the 

crafter. Similarly, the slideshow function could be activated on an image block, 

upon which the block automatically scrolled through the images, and thus caused 
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the other blocks to adjust dynamically over time29. Although the physical 

creation did not change with the digital media, a crafter was free to change 

physical compositions, or find new digital media that could be added to the 

creation, or used to overwrite the media that was already uploaded to the blocks. 

 

 

Fig. 5.8 Example of a hybrid creation with Materialise: while the physical body was static, 

the digital images showed dif ferent examples of cartoon or movie duos that were linked 

and thus displayed at the same time. The examples were further linked to the theme songs 

of the movies or cartoons, which played at the same time as the images were shown.  

 

To summarise, this chapter has shown the design journey that started in ideation 

ÁÃÔÉÖÉÔÉÅÓ ÁÎÄ ÅÎÄÅÄ ×ÉÔÈ Á ÄÅÓÉÇÎ ÐÒÏÔÏÔÙÐÅ ÏÆ ÔÈÅ Ȭ-ÁÔÅÒÉÁÌÉÓÅȭ ÃÒÁÆÔ ÓÅÔ ÔÈÁÔ ×ÁÓ 

subsequently used to study hybrid craft (Chapter 6). It has included annotated 

conceptual design work that in itself forms an intermediate level theoretical 

contribution to the field of interaction design (Löwgren, 2013), and has 

highlighted promising directions for further design for hybrid craft. These will be 

taken forward to Chapters 8 and 9 along with the findings of the interviews and 

workshops with the Materialise prototype. 

                                                        
29 See http://www.conniegolsteijn.com/docs/phd/materialise.mp4  for a video of this creation in 
slideshow mode (Accessed June 2014). 
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CHAPTER 6: CREATIVE WORKSHOPS 

 

 

 

 

 

The prototype of ÔÈÅ Ȭ-ÁÔÅÒÉÁÌÉÓÅȭ ÃÒÁÆÔ ÓÅÔ ×ÁÓ ÕÓÅÄ ÉÎ Á ÓÅÒÉÅÓ ÏÆ ÃÒÅÁÔÉÖÅ 

workshops to explore hybrid craft practice30. These workshops included hands-

ÏÎ ÅØÐÅÒÉÅÎÃÅ ×ÉÔÈ ÔÈÉÓ ȬÐÌÁÃÅÈÏÌÄÅÒȭ ÄÅÓÉÇÎ (Gaver and Martin, 2000) that 

facilitates hybrid craft, as well as group discussions and design activities. As 

addressed in Chapter 5, Materialise focused on hybrid craft with personal digital 

media, since this was expected to result in personally meaningful creations and 

could encourage people to engage more with their digital media. The hands-on 

experience with the prototype was therefore built around the workshop 

participantÓȭ Ï×Î ÍÅÄÉÁȢ 4ÈÅ ×ÏÒËÓÈÏÐ ÁÉÍÅÄ ÔÏ ÅÖÁÌÕÁÔÅ ÔÈÅ ÄÅÓÉÇÎ ÏÆ ÔÈÅ 

Materialise set, as well as derive more general insights around hybrid craft 

practice by observing how one would go about hybrid crafting with personal 

digital media; what characteristics of hybrid craft could be witnessed in the use 

of Materialise; and how the design of the set facilitated hybrid craft practices and 

how it may be changed to suit the observed practices better. Four two-hour 

workshops were held, each with three or four participants. The workshops were 

held with small groups because participants had to collaborate in the workshops 

using the one-off prototype and a laptop, and it was important that each 

participant had the chance to be involved in this. 

  

                                                        
30 Sections of this chapter have previously been published in Golsteijn et al. (2014). 
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PARTICIPANTS 

The first workshop was held with a group of designers, the second with a group 

of parents, the third with a group of teenagers, and the fourth with a group of 

crafters. Each of these groups was considered to be able to provide useful 

comments either from the perspective of creators and makers ɀ to consider 

design implications for hybrid craft (the crafters and designers) ɀ or from the 

perspective of potential target users (the parents and the teenagers). The group 

of designers consisted of professional designers and postgraduate researchers in 

interaction design. In line with the definition of craft upheld for this thesis, the 

definition of who may be considered a crafter was deliberately kept open to 

include anyone who liked to make things with physical materials or tools; similar 

criteria were used as in the recruitment of physical crafters for the interviews31. 

All participants were recruited from the personal and professional networks of 

the researcher through e-mail and verbal explanations of the study. The 

workshops took place in a meeting room at the University  of Surrey, with the 

ÅØÃÅÐÔÉÏÎ ÏÆ ÔÈÅ ÄÅÓÉÇÎÅÒÓȭ ×ÏÒËÓÈÏÐȟ ×ÈÉÃÈ ÔÏÏË ÐÌÁÃÅ ÉÎ Á ÍÅÅÔÉÎÇ ÒÏÏÍ ÁÔ ÔÈÅ 

ÄÅÓÉÇÎÅÒÓȭ Ï×Î ÐÌÁÃÅ ÏÆ ÅÍÐÌÏÙÍÅÎÔȢ 0ÁÒÔÉÃÉÐÁÎÔÓ ×ÅÒÅ ÐÁÉÄ Á ÓÍÁÌÌ ÉÎÃÅÎÔÉÖÅ 

(£20.00) for their participation.  In each workshop two researchers were present: 

one facilitator ɀ the author of this thesis ɀ and one other ɀ another PhD 

researcher ɀ who was in charge of recording audio, video, and photographs. 

 

Thirteen participants took part in the workshops (three men and ten women, 

ages ranging from 17 to 56; average age: 34), of which three were designers; 

three parents; four teenagers; and three crafters (Table 6.1). All the designers 

knew each other through work; two of the parents were also work colleagues, 

while the third did not know the others; the teenagers were a group of friends; 

and two of the crafters had met each other once before through a mutual friend. 

Because all groups were expected to give useful insights, but a comparison of 

                                                        
31 4ÈÅ ×ÏÒËÓÈÏÐ ÐÁÒÔÉÃÉÐÁÎÔÓ ÄÉÄ ÎÏÔ ÉÎÃÌÕÄÅ ȬÄÉÇÉÔÁÌ ÃÒÁÆÔÅÒÓȭ ÂÅÃÁÕÓÅ ÔÈÅ ÒÅÁÌÉÓÁÔÉÏÎ ÔÈÁÔ ÍÏÒÅ 
insight was needed in digital craft ɀ based on reflection on the design ideas ɀ was reached in a 
parallel process with the organisation of the workshops. Although digital crafters may have given 
different insights, it is believed that the crafter participants nevertheless gave useful views on 
Materialise from a crafter perspective, especially because the digital craft side of Materialise was 
fairly simplistic (as addressed in Chapter 5). 
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groups was not the aim of the study, the results for the four groups are 

addressed together in later sections.  

 

 

4ÁÂÌÅ φȢρ 0ÒÏÆÅÓÓÉÏÎÓ ɉÁÎÄ ÃÒÁÆÔÅÒÓȭ ÃÒÁÆÔÓɊȟ ÇÅÎÄÅÒȟ ÁÎÄ ÁÇÅÓ ÏÆ ÔÈÅ ×ÏÒËÓÈÏÐ ÐÁÒÔÉÃÉÐÁÎÔÓȢ 

 

WORKSHOP METHOD 

7ÉÔÈÉÎ ÔÈÅ ×ÏÒËÓÈÏÐÓȭ ÆÏÃÕÓ ÏÎ ÐÅÒÓÏÎÁÌ ÄÉÇÉÔÁÌ ÍÅÄÉÁȟ participants were asked 

to bring, or email to the researcher beforehand, some of their own digital media 

to use with the Materialise prototype. The prototype was limited to the use of 

digital images and audio but this was believed to be a powerful combination 

(Frohlich, 2004) and capable of evaluating the concept of a multimedia hybrid 

craft practice. Participants were asked to select from their own media, search 

online, or create, 5-10 digital images that were interesting, meaningful, or 

beautiful to them, such as personal photographs, digital artworks, or screenshots 

from online content. They were further asked to select, search online, or create, 

1-5 audio files that were in one way or another related to one or more of their 

images, for example a song that reminded them of a holiday of which they had 

included a photograph, or a recorded narrative about an image32.  

 

The sessions themselves started with welcoming and introducing participants, 

researchers and the topic of the workshops, followed by three parts: I ɀ a 

demonstration of the prototype and software; II ɀ hands-on experience with the 

prototype; and III ɀ Á ÇÒÏÕÐ ÄÉÓÃÕÓÓÉÏÎ ÁÂÏÕÔ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÅØÐÅÒÉÅÎÃÅÓȟ ÐÏÔÅÎÔÉÁÌ 

                                                        
32 It was expected that it would be more difficult for participants to find personally relevant audio 
files that were related to their visual materials; therefore the requirement for number of audio 
files was lower than that for images. 
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use, improvements and extensions. The following sections will describe each 

part in detail, while additional material for the workshops (the preparation 

request, interview schedule, participant information sheet, and consent form) 

can be found in Appendix D. 

 

PAR T I :  DEM O NSTR ATIO N O F  THE SET 

The demonstration included showing the participants the physical building 

blocks, the software, and the functionality of the active blocks, as well as verbally 

introducing other envisioned functionality, in order to get them to think about 

what they would like to make with their own media. The demonstration was 

done by step-by-step showing the uploading of media with the software, 

demonstrating how the media had been uploaded to the blocks and how the 

blocks interacted with each other, and showing a photo of an example of a 

physical creation built around these media. The example that was used has been 

presented earlier in Chapter 5 (Figure 5.8). 

 

PAR T I I :  HANDS-O N I NTER AC TIO N W ITH  THE PR O TO TY PE 

Hands-on experience with the prototype was considered a crucial element of the 

workshops, because it was expected to be difficult to envision what one may do 

×ÉÔÈ ÓÕÃÈ Á ÃÒÁÆÔ ÓÅÔ ×ÉÔÈÏÕÔ ÔÒÙÉÎÇ ÉÔȟ ÁÎÄ ÅØÐÌÏÒÉÎÇ ×ÉÔÈ ÏÎÅȭÓ Ï×Î ÍÅÄÉÁȢ 4Ï 

this end, participants were asked to do two tasks (see Appendix D for the task 

sheet) that were designed to familiarise them with the set before asking them to 

create something with their own media. Both tasks were collaborative because 

there was only one prototype of the building set available. Participants were left 

free to devise a task division within the group but the facilitator did keep an eye 

on the participation, making sure to include all participants in the process.  

 Task 1: Hybrid craft with example media  

To familiarise participants with the set, participants were first asked to build a 

hybrid creation around a set of example media provided by the researcher. In 

this task the focus lay on getting to know the prototype and software, while 

creating something around the media was deliberately kept simple by using sets 
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of already related media. The media used in this example were a set of images 

related to Jamaica and reggae; a set of images of London; a set of images of Paris; 

a set of soundscapes of cities, e.g. traffic and crowds talking; the sound of beach 

ÁÎÄ ×ÁÖÅÓȠ ÁÎÄ Á "ÏÂ -ÁÒÌÅÙ ÓÏÎÇ ɉȬ4ÈÒÅÅ ÌÉÔÔÌÅ ÂÉÒÄÓȭɊȢ 5ÓÉÎÇ ÔÈÅÓÅ ÒÅÌÁÔÅÄ 

media (within the Jamaican theme or a city theme) made creating conceptually 

easier for participants, although they were free to combine whatever they 

wanted. This first task was started with composing and uploading a set of images 

and audio using the user software, for which a software manual was created to 

support the participants (see Appendix D)33. After these images and audio 

appeared on the physical blocks, participants were asked to build something that 

was related to these media.  

 Task 2: Hybrid craf t with participants personal media  

After a short tea break ɀ ÉÎ ×ÈÉÃÈ ÔÈÅ ÆÁÃÉÌÉÔÁÔÏÒ ÐÒÅÐÁÒÅÄ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÍÅÄÉÁȟ 

i.e. resized images and changed the bitrate of audio files for reliable functioning 

of the prototype ɀ participants were set to a second task: building a hybrid 

creation around their own personal media. This was expected to be conceptually 

more challenging but participants were already more familiar with the set. In 

this task, they used a laptop to select media from the collections they brought 

into the sessions, again in a collaborative activity, and used the software to 

compose and upload images. There was further opportunity to create new 

content, e.g. audio narratives, or source new content online. Additional software 

that was available on the laptop to support these processes was the freeware 

Audacity34 and iTunes35, and Microsoft Office Picture Editor. For these software 

applications and the actions participants may need to do with them, custom user 

manuals were created to support participants who were not familiar with these 

applications (see Appendix D). Apart from this exploration with digital media, 

participants were asked to upload the digital content to the physical devices, and 

                                                        
33 The aim of the workshop was not to evaluate how well the prototype could be used without 
support, or how intuitive it was, but rather get insights from use of the prototype. It was 
therefore important to support the participants where possible in the use of the prototype, to 
enable as smooth a process of hybrid craft as possible. Because the user software was prototyped 
with limited functionality, not all features were optimally implemented, so it was considered 
beneficial to support the users with a software manual. 
34 http:// www.audacity.sourceforge.net/ (Accessed June 2014) 
35 http://www.apple. com/itunes/  (Accessed June 2014) 
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create physical constructions using the craft set and other available materials. It 

was anticipated that participants would switch between working with the digital 

media and physical building, and that they would try out multiple combinations 

of physical and digital creations. There was also interest in seeing how 

participants would negotiate between adapting the physical to the digital content 

or vice versa, which was why, in this task, the digital and physical creation 

phases were introduced simultaneously and participants were free to determine 

which to do first, and to switch between phases. 

 

PAR T I I I :  GR O U P D ISC U SSIO N 

In the final part of the workshop, the group discussion, insight was gained in the 

ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÏÐÉÎÉÏÎÓ ÏÎ -ÁÔÅÒÉÁÌÉÓÅȟ ÁÓ ×ÅÌÌ ÁÓ ÉÎ ÐÏÔÅÎÔÉÁÌ ÕÓÅȟ ÉÍÐÒÏÖÅÍÅÎÔÓ 

and extensions. These discussions were further used to derive ideas on how 

these insights may be applied to hybrid craft in general. The group discussion 

took place in all sessions except the designersȭ ÓÅÓÓÉÏÎȟ ÄÕÅ ÔÏ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ 

time restrictions. The discussion centred on the following questions:  

 

1. 7ÈÁÔ ÉÓ ÔÈÅ ÐÁÒÔÉÃÉÐÁÎÔÓȭ ÇÅÎÅÒÁÌ ÏÐÉÎÉÏÎ ÏÎ ÔÈÅ ÃÒÁÆÔ ÓÅÔȩ  

2. What would they like to use this set for? What physical blocks are suitable 

or desired for this? What would they do with the result? 

3. What digital media would they like to use? In what way? Would they use 

it for static creations and with existing media, or would they value 

dynamic, streaming media, such as Facebook feeds?  

4. What other building blocks can be thought of? For this question 

participants were given a sheet of paper with template sketches of blocks to 

design their own extensions. 

5. What would they change or add to the software? What would be 

interesting digital extensions? 

 

The group discussions were semi-structured, and the facilitator adjusted the 

sequence and formulation of questions to the course of the discussions. All 

questions were discussed with the parents, teenagers, and crafters. 
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DA T A  CO LLEC TIO N AND ANALYSIS 

Collected data consisted of video and audio recordings, participants media, 

design sheets with ideas for other blocks (Question 4 in the group discussion), 

and written notes taken by the facilitator and the other researcher on 

observations and comments in the group discussion. Data analysis was done 

thematically and focused on the observations around hybrid craft as facilitated 

through the Materialise design. Video recordings of the workshops were 

watched, and interesting observations were thematically categorised by taking 

notes. Since the observed hybrid craft practice in these workshops was 

inextricably bound up with the design of Materialise, the next section addresses 

findings around observed practices alongside reflections on the design, and 

design improvements, organised into sections about hybrid craft process, hybrid 

craft result, and potential use of the set (mainly informed by the group 

discussions). The concluding section reflects on Materialise on a higher level and 

addresses how observed practices may be applicable to hybrid craft in general.  

RESULTS: HYBRID CRAFT WITH MATERIALISE 

The thirteen participants together brought in 121 images (ranging from 5 to 25 

per person, 9 on average) and 45 audio files (ranging from 1 to 7 per person, 3.5 

on average). All participants brought at least one set of related media; either an 

audio file related to a photo, or two related photos. The majority of the images 

were unedited photos, either downloaded from the internet, but mostly taken by 

participants themselves (e.g. of nature scenery, participants and their families 

and friends, and specific events, such as graduation). Only two images were self-

created: an electronic self-portrait, and a photo of a participant and her partner 

ÔÈÁÔ ×ÁÓ ÅÄÉÔÅÄ ÉÎÔÏ Á ÂÌÁÃË ÁÎÄ ×ÈÉÔÅ ȬÐÏÐ ÁÒÔȭ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎȢ -ÏÓÔ ÐÁÒÔÉÃÉÐÁÎÔÓ 

indicated that they chose images that were somehow representative of different 

aspects of their lives, such as photos of people, or of things they had made 

themselves, but there were also instances in which participants carefully 

ÃÏÎÓÔÒÕÃÔÅÄ ÃÏÍÂÉÎÁÔÉÏÎÓ ÏÆ ÉÍÁÇÅÓ ÁÎÄ ÍÕÓÉÃȟ ÓÕÃÈ ÁÓ ÏÎÅ ÐÁÒÔÉÃÉÐÁÎÔȭÓ 

example of her photo of the Berlin wall in 1989 coupled with the music from the 

ÍÏÖÉÅ Ȭ4ÈÅ ÌÉÖÅÓ ÏÆ ÏÔÈÅÒÓȭȟ ×ÈÉÃÈ ÉÓ ÓÅÔ ÉÎ "ÅÒÌÉÎ ÁÒÏÕÎÄ ÔÈÁÔ ÔÉÍÅȢ !ÕÄÉÏ ÆÉÌÅÓ 
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were less personal and were more often downloaded from the internet to fit with 

images or to provide a diversity of examples, for example ambient sounds of 

crowds, cities and nature, voices and laughter (19 files), and music (16 files). 

(Ï×ÅÖÅÒȟ ÔÈÅÒÅ ×ÅÒÅ ÁÌÓÏ ÐÅÒÓÏÎÁÌ ÅØÁÍÐÌÅÓȟ ÓÕÃÈ ÁÓ ÏÎÅ ÐÁÒÔÉÃÉÐÁÎÔȭÓ ÒÁÄÉÏ 

interview with his grandfather, and a ÔÅÅÎÁÇÅÒȭÓ ÒÅÃÏÒÄÉÎÇ ÏÆ ÈÅÒ ÔÁÌËÉÎÇ ÔÏ ÈÅÒ 

father in a restaurant when she was a small child. 

 

Table 6.2 summarises what the different groups of participants created in Tasks 

1 and 2 of the workshops. In the first task, participants worked together on a 

hybrid creation around a set of example media, which resulted in three 

explorations of the Jamaican theme and a city-themed creation. The second task 

ÁÐÐÅÁÒÅÄ ÔÏ ÂÅ ȬÐÕÓÈÉÎÇ ÃÒÅÁÔÉÖÉÔÙȭ ÍÕÃÈ ÍÏÒÅȢ 0ÁÒÔÉÃÉÐÁÎÔÓ ÓÅÌÅÃÔÅÄ ÍÅÄÉÁ ÔÏ 

use collaboratively by going through their files and telling each other what they 

had brought, how their files were connected, and the stories behind these files. 

Because media were so diverse, finding a common theme in their media proved 

challenging to participants.  
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Table 6.2 Overview  of what the different participant groups built in Tasks 1 and 2. 
































































































































































































































































































































































































































































































































