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Abstract  

The mainstream ecosystem has proven unsustainable in terms of livelihood, environmental 

stewardship, cultural heritage, and social equality. To alleviate these problems, a range of top-

down strategies has been deployed, but they are often ineffective in addressing the specific 

needs and aspirations of diverse contexts. On the other hand, bottom-up initiatives started 

by communities also face organisational and resource limitations that prevent them from 

becoming resilient. Within this context, service design for social innovation has become a 

well-established human-centred, strategic and systemic approach to tackling such challenges. 

However, designers have put much emphasis on the use of fixed toolkits that result in one-

size-fits-all outputs. Instead, this thesis argues for a more situated and embedded approach 

to service design. With this in mind, the aim of the research was to explore new roles, 

purposes and methods the service designer can adopt to activate communities to transition 

towards a more sustainable future. For this purpose, participatory case studies were 

undertaken with two textile artisan communities (in Nottingham, UK, and Cape Town, South 

Africa), chosen as relevant cases of design, production and consumption. As a result of both 

cases, the designer activated the artisans, previously working in an isolated and precarious 

condition, to become a community and outline a situated service proposition that embeds a 

shared vision for a sustainable future. Building on emerging anthropological approaches to 

service design, the thesis contributes an original methodological framework, which equips 

the service designer with cultural sensibility when entering communities, aiding in making 

sense of sustainable futures, facilitating the co-design of situated services and activating local 

legacies. In this, the investigation evidenced the diverse roles – cultural insider, storyteller, 

sensemaker, facilitator, and activist – the service designer can play throughout a social 

innovation process. Furthermore, the thesis emphasised that the mastery of the designer lies 

in the skill of tailoring his/her approach to specific contexts in order to craft situated services 

that are meaningful to the communities using them. 

 

Keywords: service design; social innovation; sustainable futures; design anthropology; textile artisan 

communities. 
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Preface 

“Now that the future happened yesterday. 

Now that we are not what we can buy. 

Now that we don’t want to get anywhere any faster. 

Now that we want to make poverty history. 

Now that people are the most important thing for people. 

Now that we know that the greatest risk is not to risk. 

Now that we don’t need to be asleep to dream. 

Now it’s time to start again” (Sublime Magazine, 2006). 

 

This PhD grounded its roots in previous research on self-production (i.e. the human-centred 

process led by a designer who manages the entire process from design to production, 

distribution and communication) and artisanship that the author conducted during his studies 

at the Politecnico di Torino, Italy. In particular, during his BSc in Industrial Design (Product 

Design), he pursued a research thesis exploring the young designer landscape, at the 

intersection between self-production and artisanship. During his MSc in Ecodesign, the author 

deepened his interest in systemic design as a holistic approach to investigate local assets of a 

territory and redesign fluxes of resources aimed at sustainable development. As an exchange 

student at the University of Twente in the Netherlands, the author learned diverse methods 

of user-centred design, scenario building and design futures. Finally, he completed his MSc 

thesis as a visiting student at the CEDTec DESIS Lab at Minas Gerais State University in Brazil, 

collaborating with a local artisans’ community to investigate opportunities for design-led 

environmental, cultural and social innovation. The author also attended a honourary MSc at 

Alta Scuola Politecnica, a joint programme at Politecnico di Torino and Politecnico di Milano, 

collaborating with a team of students in design, architecture and engineering for the EU-

funded project ‘Peripheria’ aimed at designing collaborative services to boost social 

innovation in smart cities. In addition, the author worked with Turin-based design 

organisations, organising events to debate, promote and support emerging designers, and 

connect them with local manufacturers and stakeholders.  

Building on such previous experiences, the author was driven by the will to pursue a doctoral 

project in one of the leading academic institutions for research in sustainable design, user-

centred design and textile design in the UK. With the purpose of contributing to the emerging 

discipline of service design, the author sought an interesting opportunity to explore the 

original application and impact of this practice to the field of artisanship, adopting and adapting 
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service design and co-design methods to activate social innovations. Starting from a further 

understanding of the artisanal landscape in the UK, as one of the countries with the strongest 

heritage know-how, this doctoral project was built in a way to include a period of field 

research abroad in collaboration with another artisan community. This was meant to deepen 

the researcher’s understanding of diverse dynamics for social innovation and contribute to 

interweaving a network of stakeholders with the potential to support the author’s current 

project and future professional and academic avenues, driven by the long-term ambition to 

activate an enabling ecosystem for sustainability.  
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1.  Introduction 

The chapter sets the context and background of the research problem and provides an 

overview of how the project was carried out in terms of aim, objectives, research questions, 

as well as the scope and direction of the investigation. 

 

1.1.   Research Background 

We are witnessing an increased interest in artisanship as a meaningful model of design, 

production and consumption, contributing to sustainability, cultural identity and wellbeing. 

However, artisans often find themselves working in an isolated and precarious condition, 

residing at the bottom of an ecosystem, which does not take people, the heritage and the 

environment into account. This poses an opportunity for designers to intervene in artisan 

communities and co-design services that activate a process of social change. The following 

sections provide an overview of the context of this research applied to textile artisan 

communities, their sustainability challenges and the role of the designer in crafting meaningful 

social innovations.  

 

The Context of Textile Artisan Communities 

Different sources have highlighted the growing interest in artisanship across cultures and 

economic sectors (KPMG, 2016). Within the scope of this research, the term ‘artisanship’ 

(Bettiol & Micelli, 2014) is preferred to ‘handicraft’ (which is commonly perceived in the UK 

context as a leisure activity and not a professional one) or ‘making’ (which has lately been 

used to label digital fabrication experiences) since the former emphasises the notion of skill 

and quality as essential to this practice.  

Various sources have defined artisanship from different angles. Some are focused on the range 

– from eight to forty – of employees of an artisanal business (Italian Official Gazette, 1985). 

Others emphasise the tools – hands or machinery – used to produce artefacts 

(UNESCO/ICT, 1997), although lately artisans are also making use of advanced materials and 

digital fabrication technologies. Other scholars focus on the outcomes of artisanal practice, 

which are characterised as unique and pleasurable, both useful and beautiful, embedding a 

timeless know-how and deeply rooted in the material culture of a territory (Küchler & Miller, 

2005). Enriching the Crafts Council’s framework of crafts (2014a) as the result of materials, 

tools and making, this research stressed also the human and social dimension of artisanship, 

which embodies personal identity, quality and skills, as well as the material culture of a place.  
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Within the artisanal landscape, this research identified the greatest potential for sustainable 

development in the textile sector. This is due to the high employment rate of skilled artisans 

(Crafts Council, 2014b), wide range of applications – from fashion to homeware to consumer 

products (Wilson, 2011) – and ever-increasing consumer demand, causing urgent 

environmental and social challenges (Earley et al., 2010). Recent evidence suggests that the 

textile sector is one of the most complicated productive chains, involving different actors (i.e. 

farmers, manufacturers of fibres, yarns, fabrics and garments, as well as retailers), service 

sectors and waste management (DEFRA, 2011). For the purpose of this research, textile 

artisanship is defined as the human-centred economic activity of giving form and meaning to 

locally sourced fibres. Through skilled handwork or by directly controlling mechanised and 

digital tools, textile artisans manage the process of making small and flexible batches of 

textiles and apparel (Figure 1.1).  

 

Figure 1.1. Textile artisan community diagram developed by the researcher.  

Currently, most of the literature is still acknowledging the potential of individual artisans, 

who are many yet economically too small to become a critical mass and draw the attention 

of governmental and non-governmental bodies. Instead, shifting the focus from isolated 

stakeholders towards ‘communities of practice’ (Wenger, 1998), this research stressed the 

need for enhancing social bonds amongst artisans through a process of collective learning 

within a shared domain of interest. With this in mind, this investigation focused on different 
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textile artisan communities, whose trait d’union was being bottom-up aggregations based on 

formal or informal synergies amongst artisans working in physical proximity and sharing a 

material cultural background as well as their own capabilities and professionalism towards a 

common aim. Sometimes, such communities are born spontaneously – driven by 

entrepreneurial spirit and will to invest in innovation – and co-evolve in line with artisans’ 

needs, as a reaction to the current times of individualism, fragmentation and virtualisation 

(Bagnasco, 1999; Bettiol & Micelli, 2014).  

 

Sustainability Challenges within Textile Artisan Communities  

We are living in a complex reality where global economic and environmental crises are 

interwoven with social inequalities. Dwindling of resources and re-localisation of urban 

manufacturing are making natural fibres expensive and unaffordable for artisans who have 

consequently turned to mass production (Scrase, 2003). Many of the items once produced 

by skilled textile artisans have been replaced by ‘fast fashion’, meaning mass-production of 

low quality cheap garments (Mirza, 2015). Over-production (using mixed-fibres difficult to 

recycle, also due to the lack of transparency within the supply chain) and over-consumption 

of clothes that are not needed or used are resulting in the emergence of a ‘fast landfill’ (Earley 

et al., 2010) (Figure 1.2).  

 
 

Increasing global competition is leading many artisans to live in a precarious, fractured and 

marginalised condition (Scrase, 2003). Despite international standards and national laws being 

Figure 1.2. Tim Mitchell, Clothing Recycled, 2005. 
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set to protect people, human right abuses are still prevalent throughout the fashion industry. 

For instance, forced and child labour, excessive working hours, lack of job security, poor 

health, sexual harassment, discrimination and dangerous working conditions are some of the 

social challenges affecting workers in the textiles and fashion supply chain (Ditty et al., 2016).  

We are witnessing a worldwide decrease in the number of artisans and an increase of those 

who have joined an informal economy, undertaking low-quality jobs and not covered by social 

benefits or wage protection laws (Kaya & Yagiz, 2011). Due to price competitiveness, 

production is often outsourced to developing countries, where artisans are usually placed at 

the ‘bottom of pyramid’ and have little chances to overcome their poverty due to the lack of 

long-term market access, regular wages and opportunities to learn new skills (Prahalad & 

Hart, 2002). Even fair-trade bodies, while focusing on fair prices, sometimes undervalue 

artisans’ labour, and most of the income often goes to charities and non-government 

organisations (NGOs) without reaching the producer.  

As the working condition of artisans is precarious, artisanship itself is under threat too. For 

instance, the real nature of artisanship is challenged by the emergence of a hybrid form of 

‘craft bricolage’ (Scrase, 2003), which consists of items inspired by foreign archetypes and 

mass produced in global peripheries, then sold in cheap supermarkets to cosmopolitan 

consumers who use them out of context. The lack of innovation makes young artisans less 

inspired and motivated, therefore fewer of them carry on production of traditional artisanal 

products (Mirza, 2015). To preserve traditional artisanship, governments and NGOs have 

implemented aid policies, but such top-down support often fails in recognising artisans’ needs 

and translating them into a strategic agenda (Scrase, 2003).  

 

An Opportunity for the Designer to Activate a Process of Change 

To overcome some of the above-mentioned ‘wicked problems’ (Kolko, 2012), the designer 

(thereafter referred to as ‘he’) is summoned to adopt more ethical and social responsibility 

in his work. Consequently, design is witnessing a revival of socially engaged practice (Papanek, 

1972) within which design activism is growing (Fuad-Luke et al., 2015).  

A new design culture is taking shape, with the designer playing a critical role in facilitating 

new narratives of social innovation to emerge. In fact, since the beginning of the 21st century, 

the field of design for social innovation has gained recognition worldwide. Social innovations 

refer to “new solutions (ideas, products, services, models, markets, processes, etc.) that 

simultaneously meet a social need (more effectively than existing solutions) and lead to new or 

improved capabilities and relationships, and to a better use of assets and resources” (The Young 

Foundation, 2012, p. 18). Sometimes, social innovations spur from within communities, but 
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also expert designers are intervening to make things happen (Manzini, 2014). Within this 

context, a deep search for our roots and identity is encouraging a transition towards small, 

local, open and connected practices building resilient and sustainable societies (Manzini, 

2011). For instance, designers are collaborating with artisans in order to strengthen 

community connections (Thomas et al., 2011), re-localise production (Micelli, 2011) and gain 

pleasure by making things by hand (Sennet, 2008).  

With this in mind, the designer is advocated to activate local initiatives, which empower 

communities to be directly involved in the problems they are affected by and spread 

complexity over the various nodes in the system instead of seeking a single, large, complex 

and unitary top-down solution (Green, 2013). From this perspective, the designer plays the 

role of an agent of positive change, co-creating services, strategies and systems that enable 

bottom-up social innovations to flourish, be sustained and scaled up through the synergy and 

support of top-down organisations.  

 

1.2.   Research Problem 

Although designers are broadening their skill-set to address social issues, they are often 

Western and Western-trained professionals, driven by their individual passion to ‘do good’ 

or by the agenda of aid organisations, intervening in (usually non-Western) disadvantaged 

communities. However, it is increasingly recognised that such a practice can carry with itself 

the limitation of jumping too quickly into technical fixes before the situation is explored and 

a deep dive into the root causes behind the symptoms of the problem is undertaken (Willis 

& Elbana, 2017). These top-down approaches have often been ineffective to address the 

diverse needs of local communities (Bovaird, 2007). Instead of ‘parachuting’ into projects that 

do not flourish over time, the designer is required to draw on the situated knowledge of 

multi-disciplinary stakeholders and cooperate towards a social aim (Parker & Parker, 2007; 

Needham, 2008).  

Furthermore, we are witnessing a common trend where design methods have become a way 

to legitimise the field of service design, resulting in the perception that methods can be 

‘commodified’ for repeatability and separated from the design practitioner (Akama & Light, 

2012). Instead, Akama and Prendiville (2013) stress that methods cannot be reduced down 

to a formula and applied to any context, but the mastery of the service designer lies in his 

ability to be embedded in the context and tailor the application of tools and methods to 

specific purposes. In fact, when actions are taken in situ, the designer’s knowledge changes, 

and the methods used evolve, since they are enacted whilst making things with others.  
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Although design thinking has become a widespread practice, its focus on problem-solving has 

limited its contribution to an operative and technical role. Instead, going beyond feasibility 

and viability concerns, the cultural dimension of design for social innovation needs to be 

emphasised (Meroni & Selloni, 2018). In fact, social innovations, in order to be meaningful, 

need to be co-created with designers, users and stakeholders, and require a ‘cultural 

translation’ to fit the local context in which they are to be used, addressing the overlooked 

issue of desirability and acceptability of services.  

Building on Akama and Prendiville (2013) – who argue that services are brought to life in 

their entanglement with reality and become meaningful to people’s lives – a collaborative and 

phenomenological approach to service design needs to be adopted. There is the need to 

further investigate in which ways a situated approach to service design can establish a more 

inclusive relationship with the context to develop meaningful social innovations. Therefore, 

this research explores the roles and methods that can aid the service designer in crafting 

situated services with the communities that will use them, ensuring that they are deeply 

rooted in a locale (made of resources, people, skills, practices, notions of time) before being 

technically replicated across contexts. 

 

1.3.   Research Overview 

To tackle the research problem explained above, the following aim, objectives and questions 

were outlined; the remainder of this section draws an overview of the scope and direction 

of this research project.  

 

1.3.1.   Aim and Objectives 

The overarching aim of this research was ‘to explore how service design can be used to 

activate textile artisan communities to transition towards a sustainable future’.  

 

To achieve this aim, the following objectives were set: 

1.   To critically review literature on sustainable futures, design for social innovation, 

service design, and design anthropology, and identify a knowledge gap; 

2.   To develop a theoretical proposition for sustainable futures tailored to textile artisan 

communities; 

3.   To undertake case studies aimed at developing a framework for co-designing situated 

services for sustainable futures; 

4.   To evaluate the potential impact and relevance of this research project’s contribution 

beyond its specific case studies.  
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1.3.2.   Research Questions 

To address the above-mentioned objectives, this project aimed at answering the following 

research questions: 

1.   What sustainable futures can be envisioned for textile artisan communities, and what 

are the challenges and opportunities for their transition? 

2.   In what ways can the designer co-create situated services with textile artisan 

communities that encourage their transition towards sustainable futures? 

3.   What value can designing situated services bring to the field of social innovation 

beyond the scope of textile artisan communities? 

  

1.4.   Research Scope and Direction 

Given the aim and objectives set out above, the scope of this research lies within the field of 

service design, defined as a design-based, human-centred, and iterative approach to service 

innovation (Meroni & Sangiorgi, 2011; Wetter Edman et al., 2014) based on intangible (i.e. 

social and cultural) frames and tangible (i.e. technological) interactions (Morelli, 2002). In this 

regard, it is important to clarify that, while design is traditionally tied up with the production 

and use of material and digital objects, and although Buchanan’s (2001) categorisation of the 

objects of design into signs, interactions, places and systems is still influential, the emergence 

of research and practice associated with the design of services, interactions, experiences and 

systems has expanded the scope of design outside of its traditional remits. Moreover, 

whereas other fields, such as product design (e.g. with literature on ‘emotionally durable 

design’, as per Chapman, 2005) or user experience design are explicitly human-centred, some 

current service design practice emerges from a business or managerial perspective. In this 

case, the social world is often overlooked in service innovation discourses (Blomberg & 

Darrah, 2015), and further investigation is required to understand the processes of activating 

meaningful social innovations. With this in mind, this research emphasises the role of service 

design as a sensemaking practice (Cipolla & Reyonoso, 2017).  

Finally, for the purpose of this research project, service design was investigated though its 

application to textile artisan communities, chosen as unit of analysis for this participatory case 

study research. Furthermore, it is important to highlight that this research does not focus on 

textile products themselves, but on activating social innovations with textile artisan 

communities.  
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1.5.   Thesis Outline  

This thesis is composed of nine chapters, as mapped in Figure 1.3 and summarised in the 

following paragraphs. 

 

 

Figure 1.3: PhD thesis outline. 

Chapter 2: Literature Review 

This chapter provides an overview of the literature reviewed to frame the research problem 

and knowledge gap. The first section introduces the need for a transition towards sustainable 

futures to overcome the wicked problems faced within the textile artisanal landscape. The 
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following section explores the contribution of design for social innovation and presents 

diverse design approaches and roles which can be undertaken to address social needs while 

also creating new social relationships. The third section proposes service design as a human-

centred, strategic and systemic approach to tackling complex challenges and triggering an on-

going and collaborative process of transformation. Finally, design anthropology is proposed 

as a theoretical lens for service design in order to craft situated services. This leads to the 

conclusive section, which outlines what is already known in the literature, defines a gap in 

knowledge that needs addressing, and proposes a conceptual framework to guide this 

investigation.  

 

Chapter 3: Research Methodology 

This chapter explains the choice of case studies as research strategy adopted with a 

participatory design approach to address the aim and objectives set in section 1.3.1.  It also 

defines the exploratory and emancipatory purpose, interpretivist paradigm and qualitative 

type of this research. The design of the four studies undertaken for this project is presented, 

alongside the sampling strategy adopted, as well as the issues taken into consideration to 

ensure the quality of this research. Moreover, the rationale for the choice of data collection 

and analysis methods used throughout the research process is discussed, while details of the 

procedures and tools adopted are presented in the subsequent study chapters. 

 

Chapter 4: Scoping Study ‘Challenging Sustainable Futures’ 

This chapter illustrates the Scoping Study aimed at developing a theoretical proposition for 

sustainable futures tailored to textile artisan communities, which informed the subsequent 

participatory case studies. A focus group followed by semi-structured interviews was 

conducted with international academic experts in sustainable design in order to translate 

global future trends into sustainable futures for textile artisan communities and gather 

participants’ experiences around the challenges and opportunities for transitioning towards 

sustainable futures. A manifesto (entailing core principles guiding a possible transition towards 

sustainable futures) was outlined to inform the designer’s contribution in the subsequent 

participatory case studies. 

 

Chapter 5: Nottingham Case Study ‘Making Sense of Sustainable Futures’ 

Chapter 5 presents the first Participatory Case Study conducted with Nottingham lace 

artisans that aimed at developing an initial methodological framework for service designers 

to bridge from the theoretical proposition for sustainable futures (envisioned in the former 
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Scoping Study) to situated services (embedded in the artisans’ practices). In this study, 

storytelling was conducted in order to elicit tacit knowledge and interweave past and present 

fragments into compelling narratives; sensemaking methods were used to activate artisans to 

envision sustainable futures, meaningful to them; a co-creation workshop was facilitated to 

outline a situated service proposition in this context. As a result of this study, an initial 

methodological framework was developed, encompassing multiple roles, methods, and 

purposes that the service designer can embed in his practice in order to activate meaningful 

social innovations, as well as the challenges and opportunities associated with fulfilling these 

roles.  

 

Chapter 6: Cape Town Case Study ‘Co-designing Situated Services’ 

This chapter explains the second Participatory Case Study conducted with a community of 

printed textile artisans in Cape Town with the aim of reviewing the initial methodological 

framework and further developing the application process. It presents a scoping activity 

pursued in order to scope a meaningful service design intervention within this context. It 

explains how the storytelling and sensemaking methods were refined in order to map the 

current state of the art of textile artisans in this context and frame meaningful visions for 

their sustainable future. This chapter also describes a co-creation workshop facilitated in 

order to further develop methods and tools for engaging artisans with the co-design of 

situated service propositions for a sustainable future. Finally, it presents a roundtable 

discussion conducted to activate a legacy within the local community and outlines actionable 

routes towards a sustainable future. As an outcome of this study, the methodological 

framework was revised in its proposition of roles, purposes and methods for the service 

designer to situate, make sense, co-design and activate meaningful social innovations with 

communities.  

 

Chapter 7: Evaluation Study ‘The Value of Service Design’ 

Chapter 7 presents an Evaluation Study conducted with the aim of evaluating the potential 

impact and relevance of this research project’s contribution beyond its specific case studies. 

Semi-structured interviews with international experts in service design were conducted in 

order to obtain a wider perspective on the original contribution of the proposed framework 

on service design research and practice. The relevance of the framework in equipping the 

service designer with cultural sensibility to enter communities and activate social innovations 

that are meaningful to them was evaluated. This chapter also presents an outline of other 

contexts of application for this framework and identifies its main limitations. 
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Chapter 8: Discussion 

This chapter reflects on the key findings of this investigation in relation to the body of 

knowledge mapped out in the literature review. The theoretical contribution of this research 

project around the roles of the service designer in social innovation contexts is made clear 

and substantiated in this chapter. In order to overcome the limitation of top-down, one-size-

fits-all design for services, an anthropological approach is here discussed as a way for the 

service designer to enter fragmented communities, aid them in making sense of sustainable 

futures, co-design situated services, and activate meaningful social innovations. Furthermore, 

additional key topics that emerged throughout the investigation are presented to explain the 

implications of this research on the expansion of the field of service design for social 

innovation towards middle-up-down approaches to design for social enterprises.  

 

Chapter 9: Conclusions 

This chapter discusses how the research aim and objectives were met and brings together all 

the areas of this research into general conclusions, from problem statement, to 

conceptualisation and main findings from the studies undertaken. It reflects on the original 

contributions of this research to service design theory and practice. Finally, it discusses the 

limitations of this project and suggests recommendations for further research. 
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2.  Literature Review  

A literature review was undertaken to inform the direction of the research, refine the 

research questions and develop an initial conceptual framework to guide the subsequent 

research stages. For the purpose of this thesis, the topics reviewed in the literature are 

summarised in the following sections and mapped in relation to the schema below (Figure 

2.1). 

 

Figure 2.1. Literature review map. 
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2.1.   The Need for a Transition Towards Sustainable Futures 

We are living under the shadow of a global economic crisis, leading to a great disruption of 

the current social and environmental systems (Gilding, 2011). Complex challenges, such as 

cultural heritage loss, social inequalities and tighter legislations, rising energy costs and 

wasteful over-production and over-consumption, to name but a few, are creating a strong 

call for embedding sustainability at the core of any design practice (Papanek, 1972). This long-

lasting crisis is building momentum for designers to shape new visions, theories, approaches 

and mindsets to transition towards sustainable futures (Irwin & Kossoff, 2017). In such a 

transition phase, the contemporary society is becoming a huge ‘future-building laboratory’ 

where the mainstream ways of thinking and doing of the twentieth century are subject to 

change (Manzini, 2016).  

The uncertainty of the future is here conceived as a way of being generative, a needed unifying 

force to drive collaboration towards a shared vision for the future (Pink & Akama, 2014). 

Moving into the future with communities means sharing challenges and opportunities in order 

to root future visions into people’s needs and aspirations. Smith et al. (2016) suggests taking 

an anthropological approach to the future, and a slow form of activism (Pink, 2015) is here 

adopted to inform design practice towards sustainable and resilient futures. In this regard, 

mobilising local knowledge can allow shaping of a comprehensive vision of the future, and can 

progressively reveal which futures may never materialise, which will slowly evolve, and which 

ones are meaningful to us. From this perspective, the future can be seen as ‘mundane’ (O’Dell, 

2014), very present, affecting and changing society in ways that it may or may not be fully 

aware of. Furthermore, Mulgan (2016) suggests moving beyond the common tangible and 

material thinking about the future, to explore also immaterial and invisible futures, that is to 

say the values, which are slowly being shaped in the long-term, and the meanings that make 

future visions relevant. This opens up an opportunity for designers to capture potential seeds 

for change and amplify such intangible visions for the future through sustainable innovations. 

We are witnessing the emergence of a new design culture that, thanks to multidisciplinary 

interactions, is shaping the transition towards a sustainable society (Manzini, 2016). Such a 

culture builds on distributed systems (i.e. the infrastructure of a resilient society), social 

economies (an ecology of alternative economies), relational qualities (as a prerequisite for 

sustainable flourishing) and cosmopolitan localism (grounded on connectedness, identity and 

diversity within the overall socio-technical system). 



Literature Review 

 

15 

2.1.1.   Systemic Thinking to Tackle Wicked Problems 

The sustainability challenges (mapped in section 1.2) affecting the textile supply chain can be 

seen as ‘wicked problems’ (Rittel, 1972). Those are defined by Churchman (1967, p. 72) as a 

“class of social problems which are ill-formulated, where the information is confusing, where there 

are many clients and decision makers with conflicting values, and where the ramifications in the 

whole system are thoroughly confusing”. Although it is impossible to solve wicked problems in 

their entirety as they bleed into one another, Kolko (2012) suggests that they can be 

mitigated through the power of design to generate social capital.  

This means that the designer can take the responsibility to improve such situations by 

developing infrastructures and positioning the broad trajectory of culture in new and more 

desirable directions. In order to do that, for instance, the designer can draw on empathy and 

abductive reasoning, and use ethnographic methods (e.g. participant observations) and 

sensemaking activities (e.g. framing) to draw meaningful connections between abstract 

concepts and elicit tacit knowledge to be used within a co-design process. Furthermore, Yang 

and Sung (2016) suggest that such complex challenges cannot be solved by any single discipline 

or organisation, thus it is recommended to integrate multidisciplinary stakeholders in the 

process of co-designing sustainable innovations (Mouleart & Ailenei, 2005). On the other 

hand, even when activating the process of value co-creation within multidisciplinary 

stakeholders, this is hindered by different perspectives, relationships and boundaries (Akama, 

2009).  

Moreover, in order to tackle issues of social complexity, Penin et al. (2016) recommend start 

designing simultaneously at the macro/systemic level and from a grassroots vantage point, 

through empathising, envisioning, and embodying. However, the authors highlight that 

designers are often trained to quickly devise interventions, yet they struggle to capture the 

complexity of the relationships present in the locale. Therefore, Tonkinwise (2015) stresses 

the need for designers to be primed to envision the enabling infrastructures to make things 

happen. This would allow a shift from mastering methods of interventions, towards 

conceiving more informed innovations through a transdisciplinary approach which expands 

beyond the boundaries of design itself, interacting with anthropology, management, public 

policy, and so on (Penin et al. 2016). 

 

2.1.2.   A Holistic Approach to Sustainability 

To explore sustainability issues within textile artisan communities, Walker’s (2011) quadruple 

bottom line of sustainability is used here to consider the four interdependent pillars of 

environment, society, economy and culture. To achieve holistic sustainability, it is required 
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to develop solutions which are environmentally responsible, socially just and economically 

fair, as well as culturally meaningful and enriching at a personal level (Walker & Giard, 2013). 

In order to achieve economic resilience while improving the quality of our lives and that of 

the environment, this research intends to encourage a shift from linear to systemic thinking, 

beyond the anthropocentrism that has traditionally characterised design and that places the 

man at the centre of the universe, valuing all the resources in relation to their usefulness to 

us. Therefore, instead of developing technological and economic solutions to solely address 

human needs, hence impacting the environment, this research adopts a more systemic 

approach. This means acknowledging human needs in their relation to other social, cultural, 

economic and environmental issues, and considering sustainable interrelations between 

diverse systems, shifting the worldviews of the designer and audience alike (Brass & 

Mazzarella, 2015).  

The literature reviewed suggests that the designer’s imagination could be summoned to 

encourage sustainable development. However, it is important to highlight that here the term 

development does not refer to the notion of growth, but rather to the building of sustainable 

interconnections between environmental, technological and economic resources, as well as 

social and cultural values, resilient within the planet’s carrying capacity (Walker, 2011). From 

this perspective, this research suggests that textile artisan communities can contribute to 

local sustainable development, as they could potentially revitalise cultural heritage, nurture 

social engagement, help local economies flourish and enhance environmental stewardship 

(Figure 2.2).  
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Figure 2.2: Holistic contribution of textile artisan communities to sustainable development. 

For example, from an environmental standpoint, production processes could be optimised 

by lowering consumption of resources through zero-waste pattern cutting techniques (Aakko 

& Niinimäki, 2013) or designing versatile fits and using single materials for efficient disposal 

of garments (WRAP, 2017). Evidence suggests that, where it is possible or cost-effective, 

artisans should use local natural fibres and avoid the adoption of chemical dyestuff and its 

discharge into water supplies. Producers may be encouraged to provide richer environmental 

information about the origin of clothes, addressing product traceability and transparency in 

the supply chain (Maffei & Villari, 2011). Using a ‘cradle-to-cradle’ approach (Braungart & Mc 

Donough, 2002), wastes of a production system could become resources for another, giving 

new life to otherwise discarded textiles.  

Moreover, a possible way towards making textile artisan communities resilient to ever-

changing consumer trends could be nurturing of micro-economies and co-designing of 

sustainable business models. Some communities may target market niches or implement 

flexible specialisation in manufacture (Wood, 2000). Overall, the revival of developing 

countries could be in localising production, rescuing cultural heritage and empowering 

communities for local development through creative tourism (Miettinen, 2007). 
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Furthermore, designers are recommended to develop profitable products and processes but 

also boost human and social capital, contributing to local economic development (Margolin, 

2002). Artisanship could also be approached as a convivial activity, encouraging individual 

happiness, wellbeing, relaxation and memory (Griffin, 2012). Bringing grassroots communities 

into the decision-making process, sustainable policies and services could be developed, 

implementing innovations that better suit the needs of local users. Aiming at social 

sustainability, a slow design approach could enable respecting of tradition and heritage, 

understanding of the origin of things and enhancement of social networks (Vuletich, 2009). 

Applying slow design principles to manufacturing, textile artisanship could become more 

thoughtful and the practice could stimulate human, social and cultural capital (Neuberg, 2010). 

Finally, literature suggests that designers should also boost a systemic cultural change, 

transitioning the worldviews from a focus on quantity to one on quality as a key driver for 

sustainable consumption (Fletcher & Grose, 2012). Sustainable behaviours could be triggered 

by enabling mending of garments and providing platforms for sharing and collecting clothes 

for repairing, leasing, reselling, and upcycling (Chapman, 2013). A stronger effort in 

environmental education is recommended, as well as suitable training in and through 

artisanship, boosting creativity, inventiveness, problem solving and practical intelligence 

(Crafts Council, 2014c).  

The above-mentioned examples are just some of the possible directions that design for 

sustainable textile artisanship could undertake. What could be achieved through the shared 

efforts of textile artisan communities, designers, consumers and policy makers, is summarised 

in Table 2.1. 
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Table 2.1: Potential design directions for the transition of textile artisan communities towards a sustainable 
future. 

Environmental Sustainability Social Sustainability 
Using natural and low-impact fibres (DEFRA, 
2011); avoiding chemical dyestuff and its 
discharge into water supplies (WRAP, 2017) 

Design for ethical production, empowering 
'bottom of pyramid' producers (Prahalad & 
Hart, 2002) through social enterprises 
(Amadeu, 2015) 

Design to minimise waste, e.g. zero waste 
pattern cutting (Rissanen, 2013) 

Joyful and collective making (Gauntlett, 2011) 
contributing to happiness, wellbeing, 
engagement, relax, memory (Griffin, 2012) 

Services for collection of textile waste and worn 
out garments (Mistra Future Fashion, 2015) 
aimed at upcycling. 

Slow design (Fletcher, 2016) and emotionally 
durable design (Chapman, 2005) 

Traceability and transparency of supply chain 
(Maffei & Villari, 2011); providing richer 
environmental information (WRAP, 2017) 

Digital networks (Tapscott, 2008) and offline 
communities of craftivists (intersecting craft 
and activism) (Greer, 2014) 

Encouraging product care and sustainable 
laundry practices (Rigby, 2016) 

Setting social innovation labs to co-design 
policies and services with social aims 
(Armstrong et al., 2014) 

Economic Sustainability Cultural Sustainability 
Redistributed manufacturing (Ballie et al., 2016) Shifting the focus of consumption from 

quantity to quality (Fletcher, 2008) 
Boosting local sales targeted to international 
tourists (Miettinen, 2007) 

Using social media and networks to raise 
consumers' awareness of sustainability (Mistra 
Future Fashion, 2015) and enable collaborative 
consumption (Botsman & Rogers, 2010) 

Business models based on lease, share, hire and 
repair services, charity and online retail of 
second-hand clothes (Chapman, 2013) 

Educating through craftsmanship, to nurture 
creativity, problem-solving, and practical 
intelligence (Crafts Council, 2014c) 

Design of garments for a circular economy 
(keeping resources in circulation for longer) 
(Ellen Macarthur Foundation, 2014) 

Developing a Craft Certificate for young 
artisans (valuing aesthetic record of practice, 
technical skills, development of theory with 
academic value) 

 

Although embedded within this holistic awareness of possible sustainable practices, this 

research does not intend to address all of these global challenges. Yet, in order to ensure the 

most likely adoption and sustainability of such innovations, a participatory and 

phenomenological approach will be adopted to deeply understand the context of design 

intervention and define together with key stakeholders what issues to address, what strategy 

to adopt and how to address specific issues. 

 

2.1.3.   Transformation Design towards a Culture of Resilience 

Bearing in mind the impacts throughout the textile value chain explained before, literature 

was reviewed around sustainable strategies that could overcome such issues. While much 
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research focuses on the sustainability of manufacturing, evidence suggests that designers’ 

decisions at the outset could also improve environmental performances of products by up to 

80% (Politowicz & Earley, 2009). In fact, designers are summoned to intervene at the earlier 

stages of the design process and in a more strategic way, shifting from a problem-solving 

attitude towards a goal-focused mindset (Meroni & Sangiorgi, 2011). However, whereas there 

are numerous tools to embed sustainability at the design and manufacturing phases, there is 

still shortage of pathways to apply sustainable theories into the textile design practice at these 

early stages. Literature suggests that new strategies and methods should be created to assist 

design decisions regarding the hard (i.e. materials, processes, technologies, facilities, service 

platforms) and the soft (i.e. life cycle thinking, fair-trade and ethical production, artisans’ 

entrepreneurial skills, network of relationships) aspects of sustainable textile production 

(Earley et al. 2010). In fact, design outcomes are no longer considered just as ‘objects’, but 

as catalysts of a more collaborative, sustainable and creative society and economy. For 

example, ‘The TEN’ is a toolkit specifically developed for fashion and textile design by the 

Textile Environment Design (2006) research group at Chelsea College of Art and Design 

(Figure 2.3). It is a set of 10 practice-based sustainable design strategies in the format of cards 

and supported by a website featuring video clips, a blog and publications linked to the cards. 

The website is regularly updated, and therefore reflects the changing needs of the fashion 

world; however, a limitation of the toolkit is that it does not support the assessment of trade-

off situations (Crabb, 2015). 

Figure 2.3: The TEN by the Centre for Circular Design at Chelsea College of Art and Design. 
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Others have proposed that designers build synergies between artisans and multidisciplinary 

stakeholders to reframe complex challenges from a holistic perspective and co-create 

innovations that activate medium and long-term change. Within a process of ‘making 

together’, artisans improvise by nature, and designers are challenged to think accordingly in 

a process of ‘site-specific knowledge production’ (Kaya & Yagiz, 2011). The contact with 

materials, tools and processes enables eliciting of ‘tacit knowledge’ (Polanyi, 1997), which is 

otherwise impossible to put into words and without which design thinking is incomplete 

(Bofylatos & Spyrou, 2017). This can be facilitated by proximity, participation, shared 

responsibility, non-verbal empathic communication, negotiation of authorship and control.  

Co-creation models, like the one proposed by Cottam and Leadbeater (2004), imply 

redistributed power (Arnstein, 1969), sharing of resources and capabilities, co-production 

models and empowerment of communities as agents of change. Such a participatory design 

approach (Ehn, 2008) share with transformation design (Sangiorgi, 2011) the principle of 

‘learning and transcending’ (Schuler & Namioka, 1993), which implies shared ownership of 

the final design outcome; yet, transformation design adds also a level of sharing of the process 

and methods themselves. For example, De Giorgi and Germak (2008) suggest that designers 

should communicate ideas half-visualised (through non-detailed drawings and low-tech mock 

ups) leaving space for artisans’ interpretation and be open to negotiating ideas in terms of 

technical feasibility, economic viability and aesthetics.  

In order to be transformative, participation requires not only external ‘mechanisms of 

involvement’ but also internal ‘mechanisms of change’ (Sangiorgi, 2011). In fact, the process 

of change is messy and unpredictable, and it requires the designer to embrace uncertainty, 

yet to be primed to do this within a sufficiently systematic research process (Pink & Akama, 

2014) and to activate agile, collaborative, systemic interventions with stakeholders (Akama & 

Prendiville, 2013). By nurturing a culture of change, grounded on a re-definition of values 

around trust and collaborative relationships from the perspective of sustainability, 

transformation is envisaged to be resilient in the long-term. Another fundamental quality of 

transformation processes is the designer’s capacity to catalyse the collective sensitivity 

towards envisioning the future and enabling a paradigmatic shift (Manzini, 2008). In this 

regard, Ehn (2008) highlights the importance of ‘infrastructuring’ through designing service 

platforms made up of tools, roles and rules to support emerging practices (Sangiorgi & Villari, 

2006). Overall, engaging stakeholders around their local needs is envisaged to produce a form 

of resilience, as opposed to resistance (that is to say an attitude of disengagement and 

disillusion) to global trends that may not fit with the aspirations for the future that 

communities have (Pink & Lewis, 2014). Resilience is defined by Manzini and Till (2015) as 
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the system’s capacity to cope with stress and failures without collapsing and learning from 

experience. Similar to resilient natural systems characterised by diversity, redundancy, 

feedbacks and continuous experimentation, innovations are emerging from small, contextual, 

flexible and connected systems, disrupting mainstream models of thinking and doing. Within 

this context, designers have the potential to build sustainable visions for the future and shape 

a new culture of resilience.  

2.1.4.   Section Conclusions 

This section reported on key findings from the literature on the complex environmental, 

social, economic and cultural challenges that textile artisan communities are facing, opening 

up an opportunity for a design-led transition towards sustainable futures. Since it is 

increasingly recognised that sustainability is not a technical problem to be addressed but 

requires a cultural shift, this investigation goes beyond the established ‘triple bottom line’ of 

sustainability and considers the four pillars of sustainability (i.e. environmental, economic, 

social, and cultural). Furthermore, this research does not adopt a speculative approach to 

future thinking, but a participatory and anthropological perspective, from which the future 

can be considered as mundane, very present and slowly affecting society. Such an approach 

is expected to be resilient in the long-term, as it situates a design intervention within a 

context and grounds it in the needs and aspirations of local stakeholders. With this in mind, 

this research process starts from interweaving the artisans’ narratives in order to overcome 

the issue of them being placed at the bottom of a fast fashion system, entailing mass 

production of low quality cheap garments, without taking the artisans, the heritage and the 

environment into account. Some guidelines have been discussed as opportunities to 

overcome the shortage of application of sustainable theories into textile design practice, from 

a holistic perspective.  

Moreover, since the wicked problems embedded throughout the textiles value chain cannot 

be solved by any single discipline or organisation, extant literature suggests a shift from linear 

to systemic thinking, triggering sustainable interrelations between diverse systems and 

integrating multidisciplinary stakeholders within the process of co-designing sustainable 

innovations. However, whilst the designer’s responsibility is summoned to encourage a 

process of change, there is a gap in the knowledge and education of designers to capture the 

complexity of local contexts and envision the enabling infrastructures to make things happen. 

To overcome this issue and in order to embed sustainability at the outset of a co-creation 

model, some scholars have envisaged the need to build synergies – or situated practices of 

making together – between designers, artisans and multidisciplinary stakeholders.  
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With this in mind, the principles of participation are here combined with the practice of 

transformation design, which implies shared ownership of the design outcomes, but also of 

the process and methods themselves, and the need to build not only external mechanisms of 

involvement but also internal mechanisms of change in order to build a culture of resilience. 

In this regard, some scholars have noted that the current discourse on resilience has mainly 

adopted technical, economic and functional viewpoints, and has overlooked its cultural 

dimension in terms of diversity and creativity to open up new opportunities for change. 

Finally, the literature reviewed has evidenced that, if we want designers to be drivers of a 

societal change, we need to reflect not only on how they conduct transformative processes, 

but also on which transformation they are aiming towards, and for the benefit of whom, 

opening up a reflection on social innovation, which is addressed further in the following 

section. 

 

2.2.   A New Design Culture of Social Innovation 

To achieve some of the above-mentioned sustainable design directions, traditional paradigms, 

based on centralised top-down approaches to innovation have been increasingly recognised 

as ineffective at causing real-world change (Ostrom, 1990; Gunderson & Holling, 2002). In 

fact, a series of crises (e.g. financial collapse, global warming, youth unemployment, to name 

but a few) have eroded mainstream optimism towards the Innovation Society (Lane, 2013). 

This was an ideology that emerged in Western society at the turn of the millennium, based 

on an idea of superiority measured by the capacity to innovate, where innovation was 

considered as the driver of economic growth, measured by Gross National Profit (GNP) and 

enhanced by public policy, leading to worldwide competition. As a reaction to the dominant 

discourse on technological innovation, sociologists in the 21st century in the Anglo-Saxon 

world have contributed to the emergence of discourse on social innovation, originated from 

socialism (radicalism) and social reform (humanism).  

If the concept of innovation grounds its roots in the Greek word ‘kainotomia’, defined as 

“introducing change into the established order” (Godin, 2015, p. 8, as cited by Telalbasic, 2016, 

p. 38), social innovation means “alternatives to established solutions to social problems or needs, 

namely to technological innovation and state or government-supported social reform” (Godin, 2012, 

p. 6, as cited by Telalbasic, 2016, p.38). Phills et al. (2008) outlines that social innovations can 

consist of social movements, but also products, processes or technologies, which create value 

for a whole community rather than single individuals. However, the definition of social 

innovation is ambiguous as it takes different forms in different historical moments, political 

regimes, as well as geographic and ecological situations (Westley et al., 2013). In fact, the 
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concept of social innovation is sometimes negatively perceived, such as in the nineteenth 

century, when the social innovator was accused to attempting to overthrow the established 

order, particularly property and capitalism. However, Godin (2012) shifted the focus from 

social policy and social experimentation to highlight the positive meanings embedded in 

alternative ideologies, such as social change, social economy, social invention, social capital, 

and social technology. Recently, sustainability governance is moving towards more grounded 

and local models (Raco, 2007) focused on co-production of socially desirable outcomes 

between the state and citizens (Giddens, 2005); such shifts towards social innovation have 

been identified also by the European Commission (2011, p. 5) as a priority for addressing the 

“major concerns shared by citizens in Europe and elsewhere”.  

The main characteristics of social innovations are their human-centred, collaborative and 

multi-stakeholder nature (Meroni et al., 2017). They are activated by individuals (namely, 

social innovators), with the aim of generating positive social effects, whose outcomes are 

shared with all the participants in the innovation process, and do not belong only to the 

innovators who initiated it. The social innovator is generally depicted as someone ingenuous, 

creative, entrepreneurial, and an agent of social change, working with persistence, dedication 

and courage to make things happen. In regard to the motivations driving the emergence of 

social innovations, Mulgan et al. (2007) highlights that such innovative solutions are related 

to the adoption of new behaviours and practices fostering social values, and not economic 

priorities. To say it with the words of Jégou and Manzini (2008, p. 29), social “innovations are 

driven more by changes in behaviour than by changes in technology or the market and they typically 

emerge from bottom-up rather than top-down processes”. Moreover, social innovations do not 

necessary imply the generation of brand new solutions, but they may stem from processes 

of creative recombination of existing assets, transformation of the connections among 

multiple societal actors, and changing routines and flows within social systems with 

sometimes unpredictable effects (Westley & Antadze, 2009; Manzini, 2014; Mazé, 2014).  

According to Lane (2013), social innovations are based on democratic values, as they mobilize 

engaged citizens, no longer seen as consumers, to take the responsibility towards small and 

local initiatives with the potential to be scaled-up, replicated and interconnected to construct 

a large-scale sustainable future. In order to overcome obstacles and be implemented, social 

innovations need sustainable conditions, such as efficiency, interests, mindset, and 

relationships. In particular, the process of implementation of a social innovation was drawn 

by Murray et al. (2010) as a spiral of six non-linear stages (Figure 2.4). 
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Figure 2.4. Social innovation spiral. Adapted from Murray et al. (2010, p. 11). 

Finally, Penin et al. (2009) highlight that the strength of social innovations lies in the fact that 

they are context-specific and organically grown; however, one of the main challenges relates 

to the sustainability of these initiatives, for instance in terms of obtaining funding from not-

for-profit sources and becoming self-financing to cover their operational costs. Furthermore, 

most of them lack organisational infrastructures to ensure their diffusion to a larger set of 

users; therefore, finding sustainable ways to scale out innovations through replicability in 

other contexts, yet providing some modifications tailored to local specificities, emerges as a 

crucial challenge to investigate.  

 

2.2.1.   Design Approaches to Social Innovation 

In order to enable social innovations, new design capabilities have been explored, contributing 

to the development of the field of ‘design for social innovation’. This was pioneered by the 

work of Professor Ezio Manzini, who in 2004 set up the DESIS (Design for Social Innovation 

and Sustainability) international network of design university ‘labs’. Other worldwide 

research groups and not-for-profit organisations are working on social innovation, including 

NESTA (National Endowment for Science, Technology and the Arts, UK), The Young 

Foundation (UK), Social Innovation Exchange (UK), the Stanford Social Innovation Review 

(USA), the Austin Center for Design (USA), as well as government initiatives such as the US 

White House Office of Social Innovation and the European Union Program for Social Change 

and Innovation. Some businesses within the confines of commercial practice are also seeking 

to transform the way clients, communities and societies live and work, by means of design, 

such as the innovation consultancies IDEO, Engine, Live|Work, ThinkPublic, Continuum, and 

Frog, to name but a few. Such companies embrace human-centred design thinking to address 

complex social issues, such as unemployment, healthcare, ageing population, financial 

inclusion, etc.  
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Design for social innovation encompasses various ‘design initiatives’, that is to say, “a sequence 

of actions characterised by a clear design approach and by the use of specific design devices” 

(Manzini, 2014, p. 58), aimed at activating, sustaining or scaling up social innovations. The 

process of designing for social innovation is participatory, dynamic (engaging multiple actors, 

in different moments and ways, supported or not by designers, contributing to the 

development and implementation of new solutions), encompassing creative and proactive 

activities (by the designer mediator and facilitator) leading to complex outcomes (e.g. 

prototypes and various design artefacts). The designer working in social innovation contexts 

is recommended to be holistic, pragmatic, purposeful, humble, creative, immersive and 

capable of fully understanding and responding to changes at micro and macro level (McMahon 

& Bhamra, 2015). Design for social innovation has the ‘social’ as the object of design 

(Björgvinsson et al., 2010); due to its very social nature, the material deliverables of design 

for social innovation over time may disappear and reappear in other forms, while other 

outcomes may persist and become ‘franchised’ for replication in other events (Mazé, 2014).  

Furthermore, since such innovations are concerned with transforming power relationships 

within society, the designer can play a political role, through the critical practice of asking 

questions, revealing nuances and alternatives, opening up discourses and practices for 

envisioning new ways of thinking and doing design. In fact, social innovation can be 

conceptualised as distributed policy-making enabled ‘by-doing’ across many agents supported 

by ‘meso-level scaffolding structures’, which provide feedback on the development of social 

innovations, and mediate between micro-level social innovations and macro-level policy-

making to provide direction for social change (Lane, 2013). 

2.2.1.1.   Middle-Up-Down: Bridging Top-Down and Bottom-Up 

Social innovations can be top-down, bottom-up, or hybrid (i.e. middle-up-down). In the case 

of top-down social innovations, the drivers for change are experts, decision makers, political 

activists, who activate ‘strategic design initiatives’, linking concrete local activities with long-

term visions, by articulating a shared meaning. According to Manzini (2014), such strategic 

design processes generally encompass three steps: recognising a real problem and social 

resources to solve it; proposing organisational and economic structures to activate these 

resources; building (and communicating) an overall vision to connect diverse local initiatives 

and orient them coherently. As examples of top-down social innovations, Mazé (2014) 

mentions the Living Bathing project led by Delft University of Technology in The Netherlands 

and funded through education as well as the EU INTERRED funding for Living Labs involving 

academics, municipal and industrial partners. According to Penin et al. (2009), a downside of 
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top-down social innovations (e.g. government legislations) is the fact that sometimes they 

lack sensitivity to local conditions and may discourage innovation in favour of legislative 

consensus.  

Recently, social innovations are becoming increasingly co-produced by bottom-up ‘creative 

communities’ (Meroni, 2007), “who cooperate in inventing, enhancing, and managing viable 

solutions for new (and sustainable) ways of living” (Manzini & Tassinari, 2012, p. 5). Such 

communities are able to imagine, develop and manage radical ways of thinking and doing in 

response to everyday life problems (e.g. in relation to eating, commuting, working, socialising, 

learning), creatively recombining existing products, services, knowledge, skills, and traditions. 

These bottom-up initiatives require an entrepreneurial mindset, trust-based interactions, 

mutual support and self-management, without waiting for changes at political, economic or 

institutional level. As an example of bottom-up social innovation, the NYC Community 

Gardens are groups of volunteer gardeners who maintain public gardens in New York City 

with the support of GreenThumb (a programme within the Department of Parks and 

Recreation), in response to the abandonment of public and private land after the city’s 

financial crisis of the 1970s. However, Penin et al. (2009) highlight that bottom-up social 

innovations sometimes lack the organisational structure to scale them up or out. 

Furthermore, sometimes such initiatives are used also by top-down institutional entities as 

cheap alternatives to the formal provision of services when the ‘business as usual’ is no longer 

possible (Provoost, 2013).  

At a closer analysis of the dynamics of social innovations, Manzini (2014) notes that, both in 

their initial stages and for their long-term sustainability, they often rely on complex 

interactions between diverse initiatives, where bottom-up activities are often supported by 

top-down support mechanisms provided by institutions, civic organisations, or companies. 

Such a hybrid approach can be defined as ‘middle-up-down’ (Nonaka, 1988), drawing from 

the business logic of the middle manager, who works like a ‘translator’, able to merge the 

strategic hands-off macro theories of top management (context-free) with the experience-

grounded hands-on micro concepts originated from the bottom-up (context-specific), filling 

a gap between the current situation and future aspirations, and mobilising information and 

action towards group change. A requirement for the operation of a middle-up-down system 

is building trust and collaboration within a heterogeneous group of people who share 

information and expertise in a flexible and self-controlling way. Staszowski (2010) highlights 

the need for a middle-up-down entity, for instance a social enterprise, to break cultural and 

communication barriers and tensions across members with different agendas, diffuse 
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knowledge within and outside the community, interpret visions and needs of the community, 

and integrate meaning to direct a strategy.  

An example of a middle-up-down process is ‘Feeding Milano’, described by Manzini (2014) as 

a strategic design project (promoted by the Design Department at Politecnico di Milano, 

University of Gastronomic Sciences, and Slow Food Italy) with the aim of creating a 

sustainable and innovative agricultural regional model, overcoming the demand of high quality 

food exceeding the actual available production in Milan. Therefore, a group of 

designers/researchers from the Politecnico di Milano led a series of design initiatives (e.g. 

scenario building through contextual workshops using tools such as storyboards, mock-ups, 

mood-boards, videos and sketches) in collaboration with citizens, farmers, and food experts. 

Overall, Penin et al. (2009) notes that middle-up models (i.e. lobbying of public officials by 

nonprofit organisations) require long-term investment and may not effectively integrate 

grassroots innovations; middle-down ones (i.e. nonprofit-led community activism) sometimes 

lead to awareness raising but not to actual lifestyle changes.  

In conclusion, in order to amplify social innovations, Penin et al. (2009) identify opportunities 

to: 

-   Design a new community-engagement model, combining bottom-up and middle-

down approaches; 

-   Develop design toolkits to enable the implementation of sustainable solutions by not-

for-profit organisations; 

-   Evolve middle-down organisations into Social Innovation Hubs or permanent 

resources for local residents who want to start up new collaborative initiatives. 

 

2.2.2.   Designer Roles for Social Innovation 

In order to design, together with diverse stakeholders, social innovations in response to 

wicked problems, the designer has shifted his focus from traditional product-oriented 

processes (i.e. product, services and systems) towards ‘ways of thinking and doing’ – i.e. 

methods, tools, approaches, and design cultures (Manzini, 2016). To do so, the designer can 

play different roles, as co-creator, researcher, facilitator, capability builder, social 

entrepreneur, provocateur, and strategist (Tan, 2012).  

Several scholars (Meroni & Sangiorgi, 2011; Manzini & Rizzo, 2011) have discussed the 

‘extension’ of the designer role from the well-recognised one of ‘facilitator’ (i.e. supporting 

on-going initiatives) to one of ‘activist’ (i.e. making new things happen), which requires further 

investigation. Banerjee (2008) highlights that designers are becoming ‘agents of appropriate 

change’ or ‘catalysts for systematic transformation’. As change agents, designers are 
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summoned to shape new long-term relations with existing organisations and design platforms 

to sustain socio-technical changes (Tonkinwise, 2016).  

This implies not only problem solving, but problem re-framing, offering new ways of looking 

at wicked problems, to “generate answers that change the questions themselves”, activating a 

large and complex “social learning process” (Manzini, 2015, p. 14). As a consequence, the role 

of a ‘reflective designer’ is being shaped, presenting an ‘oriented overview’, “meaning a view 

that aims to trigger, support and orient possible design actions” (ibid., p. 27). According to Selloni 

(2015), a crucial factor for the expansion of the designer role is the shift of focus from 

‘visualisations’ (as powerful means for sharing ideas and facilitating participation) to enabling 

‘visions’. In fact, ‘bringing visions’ and ‘making things together’ are recognised as two crucial 

activities for the designer in social innovation contexts. Furthermore, the role of the designer 

is becoming one of a ‘connector’, building a bridge between people’s bottom-up initiatives 

and institutions’ top-down support. Such a role can be defined also as ‘designer as advocate’ 

(Selloni, 2015), similar to that of ‘design activist’, but with a more public and official character, 

expanding to the political arena of design for participation (Staszowski et al., 2014), which 

requires further investigation. This opens up the opportunity for the designer to reframe the 

challenge around opportunities for action, providing stakeholders with ‘sacrificial concepts’ 

(Brown, 2009), that is to say initial creative inputs to provoke and steer a social change. 

According to Julier (2014), a common feature in designer’ approaches to social innovation is 

the ability to open up possibilities, challenging the collective creativity and reconnecting 

people, practices and places. Moreover, a precondition for activating social innovations is the 

designer’s loyal dedication to a community and immersion in its social systems (Meroni et al., 

2013), as well as the use of professional tools to enable people to make things happen (Fuad-

Luke, 2009; Fry, 2011). This enables the turning of acts of resistance in response to difficult 

situations into proposals and visions for social innovation, thanks to the power of design as 

a ‘propositional activity’ (Margolin, 2012). Having framed common purposes, the contribution 

of the designer is to organise ‘meaningful encounters’ among diverse stakeholders, so that 

they can fruitfully meet and address issues in a participatory way. This could be facilitated by 

setting up a ‘public innovation place’ (Public and Collaborative, 2013), that is to say a pleasant, 

well-known and accessible space as a precondition for co-design and co-production, while 

also raising collective awareness and empowering the collective imagination of public actors 

to address local issues in a ‘designerly’ way.  

Furthermore, Light and Miskelly (2014) note that one of the success factors for collaborative 

initiatives is their ‘rootedness’, meaning the alignment of the designer with the place and 

culture he is operating within. This implies integrating the interpretation of social and cultural 
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patterns into the design of systemic solutions (Morelli, 2003; 2007). Designers, trained to 

think systemically, are not the only professionals to do that, but perhaps are in the best 

position to interpret and emphasize the technological and cultural frames embedded in the 

development of social innovations, thanks to their predisposition towards ‘thinking out of the 

box’, which allows them to more easily overcome traditional logics and limitations. Overall, 

the literature reviewed has revealed a diverse set of roles that the designer can play at 

different stages of the social innovation journey (Steen, 2009), that involve taking on skills 

outside of the traditional remits of the design discipline (Yee et al., 2009); these are 

summarised in Table 2.2. 
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Table 2.2. Summary of the diverse roles of the designer in social innovation contexts identified from the 
literature reviewed. 

Designer Roles Purpose Source 

Researcher / 
Anthropologist 

To explore the context and inform a design 
intervention, through the use of different 
research methods (mainly drawn from design, 
anthropology, marketing) 

Tan (2012); 
Kelley & Littman 
(2005) 

Documenter / 
Storyteller 

To convey locally gathered knowledge across 
stakeholders, building compelling narratives of 
innovation, using the most suitable media 

Kelley & Littman 
(2005); 
Auricchio (2008) 

Strategist / 
Director 

To devise and visualise, based on an 
understanding of the opportunities identified 
within a context, a strategy for implementing 
innovations, using strategic thinking 

Kelley & Littman 
(2005); 
Auricchio (2008); 
Tan (2012) 

Bridge / 
Mediator / 
Matchmaker / 
Cross-pollinator / 
Community builder 

To mediate across multidisciplinary stakeholders 
and build synergies among their skills and 
expertise 

Kelley & Littman 
(2005); 
Auricchio (2008); 
Emilson et al. (2011) 

Facilitator / 
Enabler 

To enable people to enter the design process and 
trigger their collective creativity 

Kelley & Littman 
(2005);  
Auricchio (2008); 
Lee (2008); 
Tan (2012); 
Manzini (2016) 

Co-creator / 
Co-designer / 
Collaborator 

To gather together different stakeholders and set 
the conditions for participating in the co-design 
process 

Kelley & Littman 
(2005); 
Tan (2012); 
Manzini (2016) 

Maker / Hurdler / 
Prototyper / 
Experimenter 

To make ideas visible and tangible and test out 
their ability to solve a problem 

Kelley & Littman 
(2005); 
Emilson et al. (2011) 

Activist / 
Catalyst / 
Trigger / 
Provocateur / 
Advocate 

To raise people's awareness towards social 
change and proactively launch new initiatives 
which challenge the status quo 

Auricchio (2008); 
Tan (2012); 
Selloni (2015); 
Manzini (2016) 

Social entrepreneur 
/ Capability builder 
/ Caregiver 

To develop individual and organisational 
effectiveness and outline an action plan to seize 
the social impact of an innovation, through 
nurturing empathy and human relationships 

Kelley & Littman 
(2005); 
Tan (2012) 

Reflective 
practitioner 

To reframe challenges into an oriented overview 
for future actions and activate a social learning 
process 

Schön (2009); 
Manzini (2015) 

 

In conclusion, due to the multidisciplinary nature of co-creation processes, the designer is 

responsible to coordinate a redistribution of resources, knowledge, and collaborative 

approaches (Cottam & Leadbeater, 2004). Therefore, the ‘T-shaped designer’ (Guest, 1991) 

– having a broad set of skills and specialised in one sector – is being replaced by the ‘O-

shaped designer’ (Brass, 2014) – having a circular and systemic mindset, shifting the design 

focus from physical things to processes and organisational conditions to drive new systems. 
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With this in mind, Brass and Mazzarella (2015) suggest that new skills (e.g. data visualisation, 

product-service-system design, participatory design, customer experience prototyping) 

should be developed further by the designer to be able to fully incorporate the wider systems 

implications of all design decisions. Finally, in order for designers to understand the complex 

organisational structures underlying the implementation and sustainability of social 

innovations, Norman (2010) argues for a new generation of designers, primed with new skills 

in social and behavioural science, and equipped with appropriate methods for validation of 

concepts, working across disciplines, yet without losing the artistic side of design, to design 

services, interactions and experiences that are delightful, informative, as well as joyful.  

2.2.2.1.   The Storyteller of New Narratives of Social Innovation 

Among the methods adopted by designers, storytelling is becoming a prominent one not only 

for weaving together ‘lost fragments’ (Tassinari et al., 2015) and shaping engaging stories 

(Valsecchi et al., 2016), but also for exploring new opportunities as a problem framing tool 

(Özgen Koçyıldırım et al. 2016). Zurlo and Cautela (2014) consider storytelling as a tool to 

bridge from the sociocultural models of consumer communities to the material production 

models of businesses in order to build a compelling story and make a new business more 

familiar. Verganti (2003) defines the designer as an ‘interpreter’, decoding new narratives – 

seen as ‘cultural mechanisms’ to recombine ideas scattered throughout communities, 

businesses and organisations–and encode them into innovations, interweaving current efforts 

with past experiences and future aspirations (Bartel & Garud, 2009). However, more recent 

literature (Bertolotti et al., 2016) discusses storytelling from a design perspective, with the 

aim of amplifying the potential of new phenomena in terms of social innovation. Within this 

context, designers become story-listeners and storytellers in order to create new narratives 

of sustainable behaviours (e.g. slow consumption, sharing and circular economy) as 

alternatives to the crisis of the big narratives of our current society (e.g. consumerism, 

individualism, neo-liberalism). In the context of social innovation, narratives are considered 

as ‘micro-stories’, flexible and fallible, ‘good enough’ (Gamman & Thorpe, 2011) for present 

and future times. With this in mind, the designer in social innovation contexts – thanks to his 

skills to visualise, materialise, catalyse, and empower – can provide people with tools to 

envision alternative futures and tell their stories of actual social change.  

2.2.2.2.   The Designer Making Sense of Sustainable Futures 

The above-mentioned process of building narratives of change in response to uncertain times 

requires rethinking of the construction of meaning (Benford & Snow, 2000), reframing 
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contexts, actors and processes, and developing strategies and activities to arrive at a desired 

future (Wittmayer et al., 2015). Such a reframing process links to the activity of sensemaking, 

defined by Klein et al. (2006) as “a motivated continuous effort to understand connections (which 

can be among people, places and events) in order to anticipate their trajectories and act effectively”. 

The process of sensemaking was first introduced by Weick (1985; 1993; 1995) in 

organisational sociology as a way to create opportunities through enactment of the external 

environment, referring to “how we structure the unknown, so as to be able to act in it” (Ancona, 

2011, p. 3). Furthermore, sensemaking is used as a marketing tool by entrepreneurs with the 

aim of interpreting the environment and find meaningful connections between concepts and 

phenomena, by identifying patterns, and creating an interpretive framework, based on 

previous personal, professional and cultural experiences, through which opportunities can 

manifest (Bettiol & Finotto, 2011). The visions developed at this stage are often tacit, and the 

relationships between distant events are implicit; therefore, it is important to make the 

visions intelligible to others (e.g. stakeholders and customers) through the use of narratives 

and metaphors.  

In the design discipline, Krippendorff (1989) was the first to point out that the meaning of 

design is to “make sense (of things)” and Kazmierczack (2003) highlighted the shift of focus of 

the designer from the development of things to the design of thinking that results in 

behaviours and meanings. Sensemaking is most commonly used in design as a process of data 

synthesis, implying organising and interpreting of the data collected to solve a problem 

(Kolko, 2010a). More recently, Prendiville et al. (2017) introduced the concept of service 

design as a process of making sense of abstract and intangible data, using methods of 

translation, visualisation and personalisation, in the context of big data, in order to develop 

human-centred services with social and economic value. Another approach is to conduct 

‘collaborative sensemaking’, involving the perspective of different stakeholders to make sense 

of people’s stories from a holistic perspective (Raijmakers et al., 2013). Although sensemaking 

could be used for different purposes in different contexts, a common feature is the ability of 

the designer to temporarily exchange or supplement his own perspective with that of 

communities, embracing their experiences, emotions and background, empathising with the 

design problem, making logical inferences, reframing the issue from a new viewpoint and 

externalising a concept in order to create shared understanding (Kolko, 2010a). Adopting 

what Norris (2012) calls ‘meaning-centred design’, the designer is recommended to pay great 

attention to the interpretation of behaviours from social, cognitive and emotional 

perspectives, understanding what is really meaningful to people. To support the sensemaking 

process, the designer can use methods such as reframing, concept mapping, and insight 
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combination, whose trait d’union is a ‘sense of getting it out’, that is to say making relationships 

and patterns between elements explicit and shaping external views of ideas (Kolko, 2010b).  

An example of how sensemaking is used by a company as an innovation process is described 

by Bettiol and Finotto (2011) in relation to the case of Bonotto, a small textiles firm in Italy, 

producing woven fabrics for leading brands in the fashion industry. At a time of crisis due to 

Chinese competition, which competitors were trying to face by compressing costs and prices, 

Bonotto decided to restructure its business around the concept of the ‘Slow Factory’ 

(echoing the ‘slow food’ movement), conceiving fabrics as pieces of culture, addressing the 

increasing demand for clothing carrying traditional and cultural values. Bonotto restored an 

old mechanical loom to produce fabrics with ‘defects’, little variations giving character and 

personality to each fabric, accompanied by an ‘identity card’ as a guarantee of its uniqueness 

and quality. Expert artisans re-implemented old techniques of yarning, colouring and weaving 

fabrics, rescuing local traditional practices, while raw materials were supplied from 

Zimbabwe, one of the few locations where natural cotton is not produced by GMO plants 

and is manually picked. Although this approach may seem vintage and pre-modern, it 

guaranteed the company to start flourishing again; in fact, the company targeted the high-end 

fashion market and started partnering with fashion designers and stylists to develop its own 

fashion collection and developed a label to make the brand visible to the final consumer. This 

example shows that while interpretive frameworks are personal, through sensemaking tacit 

knowledge can be made explicit; furthermore, innovation does not necessarily have to lie in 

new products, but in the coherent attachment of original frameworks of meaning to products. 

From this perspective, sensemaking becomes an act of imagination of alternative futures, 

where the creation of new opportunities is a by-product of sensemaking. 

  

2.2.2.3.   The Designer Activist of Positive Change 

A powerful approach to creating change in the real-world is that of design activism; this is 

not a new role for designers, but it is gaining momentum and interest within the 

contemporary design discourse as a practice that triggers collective imagination, 

experimentation and engagement in direct and democratic ways. Design activism can be 

defined as an approach to motivate, activate and transform people, by connecting them, 

through networks and social events, around a vision and purpose, and to enable them to 

build sustainable strategies. Several scholars have discussed design activism from different 

perspectives. For instance, Thorpe (2008) uses sociology as a conceptual framework for 

activism; Fuad-Luke (2009) highlights the disruption of existing paradigms towards the Five 

Capitals Framework (i.e. natural, human, social, manufactured, and financial capital); DiSalvo 
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(2010) focuses on the political side of activism, grounded in contest and dissent; Julier (2011) 

argues that design activism shapes a new design culture towards a behavioural or attitudinal 

transformative process. Markussen (2011) proposes the disruptive aesthetic of design 

activism, defined as “a designerly way of intervening into people’s lives” in order to create ‘spaces 

of contest’, which challenge existing configurations and conditions of society. Meroni et al. 

(2013) define social innovation as an action format of design activism, triggering awareness, 

engagement, planning, co-creation, prototyping and incubation. According to Manzini (2014), 

design activists launch meaningful design initiatives with the potential to catalyse social 

innovation. Cassim and M’Rithaa (2015) propose design activism as a community-focused 

action of experimentation to address social, political and environmental issues, moving away 

from the traditional perspective of designers as providing a professional service to clients. In 

this process of change, the designer becomes an ‘agent of alternatives’ (Fuad-Luke et al., 

2015), not inventing new solutions, but re-designing reality in open, participatory and 

imaginative ways. Finally, Pink (2015) ties co-design and ‘slow activism’ together as a new 

form of design practice to enable resilient futures. Considering its power to challenge 

normality, it is important to clarify that design activism is not a political act of resistance 

through boycott or protest, but it is most often ‘generative’, as it aims at bringing about 

positive, compelling and persuasive disruptions of the status quo (Thorpe, 2014) with new 

visions towards sustainability (Fry, 2009).  

 

2.2.3.   Section Conclusions 

This section has situated this research within the remit of social innovation, as a reaction to 

centralised top-down approaches to innovation, which have increasingly proven ineffective at 

causing real-world change, as proven by the crisis of the Innovation Society, based on a blind 

faith on economic growth and technological development. Instead, research on social 

innovation espouses alternative ideologies (e.g. social change, social economy, social capital), 

and is aligned with the recent shift towards more grounded and localised models of 

sustainability governance. This is based on human-centred processes activated by social 

innovators driven by social values and shaping new relationships amongst multiple social 

actors. Although the literature reviewed has evidenced human-centredness, context-

specificity and organic growth to be the strengths of social innovations, issues of financial 

sustainability, organisational infrastructure, and replicability of such initiatives have been 

identified as crucial challenges to be investigated further.  

Within this context, this research is focused on the increasing contribution of design for 

social innovation, encompassing design initiatives that enable a participatory, dynamic and 
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creative process dealing with a social matter and leading to complex outcomes, which evolve 

over time. Aligned with the perspective of social innovation as ‘distributed policy-making by-

doing’, this research is concerned with the political role of the designer, leading a ‘middle-up-

down’ process bridging bottom-up initiatives of artisan communities with the top-down 

support of organisations. This can happen through building trust and collaboration among a 

heterogeneous group of stakeholders (e.g. artisans, retailers, consumers, educators, 

members of support organisations). In this regard, the social innovation projects reviewed in 

this section have highlighted the need for exploring new design tools, models of community 

engagement, and hybrid forms of organisations. Moreover, literature has evidenced that in 

order to activate the process of social innovation, the designer has shifted his focus from 

problem solving to problem re-framing, from shaping visualisations to enabling visions, 

resulting in an expansion of his role from facilitator to one of activist. In order to activate 

systemic change, it is necessary to train a new type of ‘O-shaped designer’, with a set of skills, 

such as the ability to be rooted in a context to interpret social and cultural frames, outside 

the traditional remits of the design discipline.  

In particular, amongst the diverse designer’s roles for social innovation identified in the 

literature, the potential of storytelling was highlighted to interweave fragments of the artisans’ 

tacit knowledge into new and compelling narratives of social innovation. The process of 

sensemaking, drawn from organisational sociology, was here proposed as an original 

approach to design intended to frame meaningful visions for a sustainable future. Moreover, 

this section highlighted the need for further research on the political role of design activism 

as an agent of alternatives to the status quo, proposing a community-focused action format in 

order to make things happen. In fact, against the critique that the scope of most activism lies 

just in raising awareness without accomplishing anything, this research builds on the argument 

that design activism entails better understanding and framing of a problem, a phase as 

important as the generation of solutions, and contributing to building power for positive 

change.  

2.3.   Service Design as an Approach to Tackling Complex Challenges 

In order to tackle the complex challenges embedded within social innovations, this research 

proposes service design as a human-centred, strategic and systemic approach to 

understanding human and social practices, co-designing new interactions and experiences, 

and triggering transformation processes (Holmid & Evenson, 2008; Meroni & Sangiorgi, 2011). 

Service design does not only aim at creating feasible, efficient and effective innovations, but 

also integrated and delightful experiences (Moritz, 2005), through social participation and 
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interaction (Franz et al., 2012). To do so, service designers not only can offer suitable 

methods and tools to integrate multiple stakeholders and resources into the process of value 

co-creation, but also can contribute to the creation of sustainable mechanisms to support 

social innovations (Sangiorgi, 2011). Literature suggests also that service design can lower the 

use of resources and environmental impact (Meroni & Sangiorgi, 2011), contributing to 

establishing a ‘revolution of efficiency’ grounded on ‘dematerialisation’ (Mont, 2000). 

Furthermore, service design can be more sustainable than product design if combined with 

localisation (Walker, 2009), community engagement (Meroni, 2007), ‘lightness’ – i.e. 

minimising our needs of stuff (Thackara, 2005) – and changes in consumer’s behaviour 

(Tukker & Tischner, 2006; Marchand & Walker, 2008). 

Service design can be defined as a “human-centred, creative, iterative approach to the creation of 

new services” (Blomkvist et al., 2010). According to Meroni and Sangiorgi, ‘services’ are special 

artefacts or benefits that are co-created and co-experienced with, by and among users, in 

order to address a certain need, through the application of knowledge and skills, resulting in 

a service interaction. Meroni and Sangiorgi (2011) highlight the difference between service 

design (or design of services) and ‘design for services’, where the latter refers to the 

transformative process which creates suitable conditions, or an ‘action platform’, meaning “a 

system that makes a multiplicity of interactions possible” (Manzini, 2011). Building on this concept, 

Sangiorgi and Prendiville (2017) shift the focus from designers (with their methods and 

qualities) and service outputs towards the process of ‘designing for service’ as a continuous 

and collaborative practice of learning and change, which requires context sensitivity as an 

approach to innovation.  

Service design, as a value exchange mechanism, belongs to the overarching ‘service science’ 

discipline. Originally, the field of Service Science, Management and Engineering (SSME) did 

not include ‘design’ in its name; the term ‘service design’ was first used in service marketing 

literature (Shostack, 1982; 1984) (in the context of the emergence of the service economy 

in the 1970s) as a phase in new service development processes (Edvardsson et al., 2000). 

Recently, service design has been defined as a multidisciplinary field, in which design is just 

one of the many disciplines contributing to service innovation (Ostrom et al., 2010, 2015; 

Wetter Edman et al., 2014; Patrício et al., 2011). Service Design borrows concepts and tools 

from diverse disciplines, such as product design, communication design, interaction design, 

but also service marketing and management (e.g. through the adoption of concepts such as 

customer journey maps, service encounters), operations and information technology, whilst 

using designerly ways to innovate (Sangiorgi & Junginger, 2015).  
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The original focus of service design was the interaction between service provider and user 

(Holmid, 2007; Sangiorgi, 2009). With services being considered as complex interfaces 

(Pacenti, 1998), the key focus of designers was on understanding human experiences and 

translating them into better customer journeys, creating a fundamental link with the discipline 

and practice of interaction design, where service design still builds its legitimacy and 

differentiation as a field. Traditionally, services were defined in light of their differences from 

tangible products, following the IHIP (Intangibility, Heterogeneity, Inseparability, Perishability) 

model (Zeithamal et al., 1985). However, this framework has been questioned more recently 

due to the acknowledgement that not all services can be described using these qualities 

(Lovelock & Gummensson, 2004), as well as because of the increased difficulty to separate 

products and services in contemporary organisations. Edvardsson et al. (2005) have 

highlighted the notion of services not as a set of discrete design outcomes or intangible 

market offerings, but as a way to conceive value creation, where value is not only embedded 

into goods and exchanged and consumed at the point of service delivery, but it is co-created 

with users in their context of use and in interactions with other resources and services 

(Sangiorgi & Prendiville, 2014). This perspective aligns with a shift from a ‘goods-dominant 

logic’ to a ‘service-dominant logic’ (Vargo & Lusch, 2004, 2008) or ‘service logic’ (Grönroos, 

2008). Stickdorn & Schneider (2010) have described service design thinking as a collaborative, 

holistic, iterative and visual practice of understanding, mapping and communicating customer 

experiences (Stigliani & Fayard, 2010), adopting a constructivist approach to service 

innovation (Kimbell, 2011).  

2.3.1.   Mapping Out an Emerging Discipline 

The literature review has shown that service design is still an emerging and heterogeneous 

discipline (Sangiorgi et al., 2014). The field started as an object of theoretical debate in the 

1990s and developed as a design practice in the early 2000s, with the first service design 

studios opening in London, such as Livework, Engine, and Thinkpublic. Sangiorgi and 

Prendiville (2017) have outlined the development of the service design field, highlighting its 

subsequent stages of legitimacy, expansion, demarcation and integration. Within the original 

area of intervention on service experiences, designers have progressively moved their focus 

from the periphery of organisations (designing touchpoints, or service evidence, as the 

tangible constituents of an otherwise intangible service, as per Shostack, 1977), to 

mechanisms supporting the delivery process (e.g. through tools such as service blueprints, 

mapping out the constituent elements of a desired service encounter, as per Bitner et al., 

2008), to the deeper structures of organisational transformation (considering the 
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‘serviscapes’, the environment in which service encounters happen, as per Bitner, 1992), 

towards focusing on value creating systems and sociomaterial configurations (Kimbell & 

Blomberg, 2017). Following this development, it emerges that the service designer’s work 

does not entail a linear process, and it encompasses more a mindset and an entangled 

approach to innovation rather than a toolkit (Wetter Edman et al., 2014), whose outcomes 

are rather complex (Sangiorgi et al., 2017). 

Over the years, we have witnessed an increased interest in design thinking and service design 

as an alternative and promising approach to innovate in different sectors, such as healthcare 

with third sector organisations (Young & Warwick, 2017; Robert & Macdonald, 2017), policy 

making with national governments (Buchanan et al., 2017), ‘servitisation’ of manufacturing 

small and medium-sized enterprises (SMEs) (Bhamra et al., 2017), social innovation by 

grassroots communities (Cipolla & Reynoso, 2017) or by social enterprises (Meroni et al., 

2017), and digital innovation (Prendiville et al., 2017), to name but a few. A group of academics 

in the UK (Sangiorgi et al., 2014) has mapped out the service design research landscape into 

thematic areas (Figure 2.5a), identifying the macro field of ‘Design within and for Service 

Innovation to be comprised of two different areas: ‘Embedded Service Design’ (i.e. service 

innovation within service organisations) and ‘New Service Development’ (i.e. new or 

improved models of service provision), overlapping with the common interest on ‘Service 

Design Methods’. Furthermore, within the ‘New Service Development’ theme, research 

clusters focused on ‘Product Service Systems’, ‘Social Innovation’ and ‘Digital Innovation’ 

were drawn, while some peripheral projects on ‘Service Design Practice’ positioned service 

design within interdisciplinary areas. Finally, from an analysis of funded and PhD projects in 

the UK, some key areas of service design intervention have been identified into a sectorial 

map (Figure 2.5b).  
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Figure 2.5a and b. (a) Service design thematic; (b) sectorial maps (Sangiorgi et al., 2014:13, 15). 
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2.3.2.   The Contribution of Service Design to Social Innovation 

Within the service design landscape, this research focuses on its contribution to social 

innovation, defined – as per section 2.2. – as “new ideas (products, services and models) that 

simultaneously meet social needs and create new social relationships or collaborations. In other words, 

they are innovations that are both good for society and enhance society’s capacity to act” (Murray 

et al., 2010: 3). In fact, the growth of collaborative services as alternatives to mainstream 

societal challenges, as well as the starting up of social enterprises developing collaborative 

solutions have contributed to the emergence of the field of service design for social 

innovation, also related to participatory design research and practice. As a suitable scope for 

service design for social innovation, Manzini and Meroni (2012) propose the concept of 

‘community-centred design’, whose subject of interest lies in “elective communities (defined by 

interest, geography, profession or other criteria) [which] are sufficiently larger than the individual to 

impose moral restraints that transcend the individual will, but still small enough to be recognised as 

representative of individual interests” (Meroni, 2007).  

In this regard, Armstrong et al. (2014) recommend that the designer develop a socially 

responsive approach to communities, deeply diving into their environment through 

immersive co-creation activities, broadening social engagement and making things happen 

(Fuad-Luke, 2009; Fry, 2011; Manzini, 2014). Several scholars have discussed multiple success 

factors for social innovations, such as models of mutual help and community structure 

(Marras & Bala, 2007), pleasure of doing and joy of togetherness (Meroni, 2007), happiness 

grounded on interpersonal relationships, active participation in solving a common problem, 

freedom of expression and self-determination (Escobar-Tello, 2011, 2016), real-world 

context, service orientation and networks of relationships (Thackara, 2005), as well as 

equilibrium between effectiveness and social value, around narratives of collaborative 

wellbeing (Manzini, 2016). 

 

2.3.3.   Service Design & Co-Design Processes 

The co-produced nature of services has led to the development of collaborative approaches 

to social innovation, building on the field of participatory design (Greenbaum & Kyng, 1991; 

Schuler & Namioka, 1993), which emerged around the 1970s in Scandinavian countries, 

primarily thanks to the work of Pelle Ehn and his research community, originally addressing 

the challenge of engaging workers’ expertise and tacit knowledge to introduce new 

technologies in workspaces. “Participatory design started from the simple standpoint that those 

affected by a design should have a say in the design process. This was a political conviction not 

expecting consensus, but also controversies and conflicts around an emerging design object” (Ehn, 
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2008). Over time, participatory design has become more focused on empowerment within 

communities, beyond its original focus on work within companies and organisations, including 

“a constellation of design initiatives aiming at the construction of socio-material assemblies where 

social innovation can take place” (Manzini & Rizzo, 2011). Overall, participatory design brings 

about a political and power-dimensional aspect of empowerment of users, usually not 

involved in a design process, giving them voice and tools. For the purpose of this research 

project, participatory design is viewed through the lens of ‘co-designing services’ (Akama & 

Prendiville, 2013) as an on-going process of transformation, implying gathering people 

together around a ‘journey of discovery and actualisation’, unlocking tacit knowledge and 

making connections to bring future services to life.  

With many similarities to participatory design, co-design grounds its roots in the work of 

Sanders & Stappers (2008), who have elaborated a distinction between the following design 

approaches, although in practice the boundaries are more blurred, with the academic roots 

of the researchers or practitioners influencing the terminology adopted: 

- User-centred design, where users are merely observed and studied;

- Participatory design, where users take part in the design process;

- Co-design, where users are considered as experts of their own experience, and

contribute their knowledge and ideas throughout the whole design process.

The literature reviewed has showed a wide adoption of the concepts of co-design and co-

creation, although the terms are often used interchangeably in relation to a range of creative 

methods for prompting various stakeholders’ input, and therefore need further clarification. 

In particular, ‘co-creation’ refers to any act of collective creativity or temporary event within 

a co-design process (i.e. open-ended, collaborative, exploratory and creative sessions of 

exchange – of ideas, experience and expertise – between people). Instead, ‘co-design’ 

indicates collective creativity that is applied across the whole design process. In this context, 

Mattelmäki and Sleeswijk Visser (2011) summarise four outcomes of co-design: 

-‐‑   The users are given voice and their expertise is used in the design process; 

-‐‑   Designers and researchers facilitate, with tools, the users’ contribution; 

-‐‑   The designer is not only a facilitator, but participates in collective creation; 

-‐‑   Designers and researchers support and facilitate a collaborative process with various 

stakeholders and users. 

When co-design is adopted in the design of services, they can be developed following a ‘social 

innovation journey’ (Meroni et al., 2017), conceived as an open ‘action format’, a non-linear 

and iterative process of empowerment, which requires the adoption of specific tools and 

competencies provided by the designer (Figure 2.6). The social innovation journey moves 
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from raising awareness to creating a vision, defining an idea and designing a prototype to be 

tested. This process encompasses two main phases: problem framing and problem solving. In 

the former phase the designer aims at defining challenges and opportunities and framing 

themed clusters for action that enable communities and stakeholders to get a shared 

awareness, co-create visions and develop ‘sacrificial concepts’ (Brown, 2009) for the future. 

The problem-solving phase aims at co-designing ideas and an action plan through a process 

of ‘making services together’, identifying timing, roles and an ‘exit strategy’ (Meroni et al., 

2013). The latter creates the conditions for communities to become competent and self-

sufficient to take the innovation further, once the value proposition is tested sustainable and 

the service is prototyped. Finally, the designer has the responsibility to address the issue of 

‘service legacy’, establishing co-ownership of the service and its management over time, 

through flexibility, transparency and openness in the distribution of power, within an inclusive 

model of ‘participatory governance’. In order to sustain and scale up innovations, Corubolo 

and Meroni (2015) stress also the need to have in place some ‘preconditions’, that is to say 

defining skills and wills, social impact, sustainability and ‘replicability’ of the service.  

 

Figure 2.6. Social innovation journey (Corubolo et al., 2016: 3). 

2.3.4.   Co-Designing Collaborative Services 

Once creative assets and social bonds within a community are empowered, Jégou and Manzini 

(2008) suggest the opportunity for designers to develop ‘collaborative services’. These can 

be described as bottom-up solutions, which are co-designed and co-produced with 

community members and require participants’ interaction to exist. Collaborative services are 
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generally based on the skills and resources available in a specific place, foster sustainable 

behaviours and nurture collaboration between participants who co-create value and share 

the material and immaterial benefits of the service (Cipolla & Manzini, 2009). According to 

the same authors, social innovations are deeply dependent on sociocultural contexts and use 

situations, therefore it is important to tailor the features of collaborative services to meet 

diverse users’ interests and needs. In this regard, Manzini et al. (2004) suggest designing 

modularity and flexibility into services, allowing room for user personalisation and supporting 

replication, transferability and scaling of services. Moreover, collaborative services are often 

based on cutting-edge entrepreneurial models, whose value lies not only in the tangible 

outcomes, but also in the effort expended and the relationships built to implement them, 

leading to a regeneration of social fabrics and new models of local development. Beyond the 

tangible evidences of a service, designers are also required to deal with intangible issues, such 

as trust, harmony, empathy, usability, transparent anticipation of service rules, and coherent 

service identity (Lo, 2011). In particular, although trust cannot be designed, a sufficient trust 

mechanism must be in place, if people are to share and collaborate; therefore, several 

scholars (Jégou & Manzini, 2008; Botsman & Rogers, 2010; Telalbasic, 2017) recommend that 

the designer creates systems that establish trust mechanisms through face-to-face 

interactions, regular dialogues and personal relationships to encourage long-lasting trust.  

Moreover, Lo (2014) highlights that collaborative services are increasingly reliant not only on 

face-to-face encounters, but also on online interactions. This allows widespread access to 

collective knowledge at minimal cost, with no geographical boundaries, ensuring efficient 

implementation of innovations, while also lessening environmental impacts by reducing travel 

distances, and the use of resources and equipment. This is enabled by the proliferation of 

digital media and peer-to-peer technologies, such as websites, mobile devices, apps, social 

media, crowd-funding platforms (e.g. Kickstarter), e-shop channels (e.g. Etsy), etc. Although 

most creative communities rely on ideology more than on technology, literature (Luiten, 

2007) suggests that Information and Communication technology (ICT) could help improve 

existing services, enable followers to join a service or start up new ones, thus enabling a 

range of outcomes such as those outlined in Table 2.3. However, from case to case, it is 

important to assess what kind of added value technology can really introduce and therefore 

to co-design service features in ways that best fit the needs and wants of potential users.  



Literature Review 

 

45 

Table 2.3. Potential digital innovations within textile artisan communities (adapted from Luiten, 2007). 

Aim Outcome 
Synchronising Practical collaboration among artisan community members and synergies 

with multidisciplinary stakeholders 
Sharing Accessible platforms for sharing skills, resources, time 

Environmentally 
friendly technologies 

Shared investments for sustainable makerspaces 

Personalising Customised artisanal products according to user's demands 

Quality assurance High quality and precision of production enabled by digital technologies 

Tracking Tracked resources throughout the textile supply chain, and 
communication of its transparency 

Moving Efficient logistics 

Payment Fluid interactions and complementary currencies 

Ranking Bottom-up quality evaluation through sharing of service experiences 

 

2.3.5.   Sustaining and Scaling Service Innovations Through Enabling 

Ecosystems 

In order to facilitate the shift from pilot activities to long-lasting services, literature has 

evidenced the opportunity for designers to develop enabling ecosystems, which allow 

maximising of sustainability and scalability of collaborative services through connecting small 

and distributed initiatives via social networks and platforms (Jégou & Manzini, 2008). Such 

service systems are defined by Maglio et al. (2009) as configurations of people, technologies 

and resources interacting with other systems to create mutual value. Such platforms could 

be equipped with tools for organising and maintaining collaborative services and designed in 

such a way that enabling solutions share the same base and new modular services could be 

added as the system evolves (Voss & Mikkola, 2007). This implies the use of systemic thinking 

to develop an intermediary infrastructure (Ehn, 2008; Björgvinsson et al., 2010) facilitating 

connections among diverse stakeholders and resources (Selloni, 2015) integrated within a 

process of value co-creation (Vargo & Lusch, 2004). Brown (2009) recommends the designer 

to build long-term relationships and multidisciplinary collaboration, in order to achieve 

‘collective impact’ (Kania & Kramer, 2011). According to Manzini (2007), a fundamental 

requirement is the openness of the ecosystem for sharing resources and information among 

community members. Furthermore, an enabling ecosystem is envisioned to be autopoietic, 

that is to say self-sustaining and self-reproducing; such an ecosystem may replace the 

paradigm of competition in favour of peer-to-peer relationships, made of balanced intra- and 

inter-connections among actors, who interact and co-evolve without detrimentally affecting 

each other (Mazzarella, 2013). Finally, an enabling ecosystem is sought to give birth to new 

forms of active communities, trigger new ideas of locality, and build a strong sense of 

belonging and social responsibility (Mazzarella & Engler, 2014).  
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2.3.6.   Section Conclusions 

This research proposes service design as a human-centred, strategic and systemic approach, 

which can be applied in the context of textile artisanship to tackle complex social challenges, 

focusing not on the textile products themselves, but on the process of co-designing services 

that could holistically trigger social innovation and sustainability within communities. With 

reference to the service design literature, this research is concerned not with the mere 

‘design of services’ but more precisely with the process of ‘designing for service’, shifting the 

focus of this investigation from service outputs to an on-going and collaborative practice of 

innovating. Having mapped the development of this emergent discipline, this research 

borrows concepts and tools from other fields as a designerly way to innovate in new sectors 

(in this case, textile artisan communities). The focus of this investigation is shifted from the 

design of touchpoints, blueprints, or ‘serviscapes’, to value co-creation systems and 

sociomaterial configurations, requiring not a toolkit but a mindset for innovation, and leading 

to complex outcomes.  

Within the service design landscape, the scope of this research has been narrowed down to 

its contribution to social innovation, and the concept of community-centred design has been 

adopted as a suitable scale for a service design intervention in this context. Moving beyond 

the numerous yet too small individual artisanal practices, this research stresses the need for 

enhancing social bonds between artisans building a sustainable community of practice able to 

overcome the precarious condition of individual artisans. With the purpose of empowering 

artisans by giving them voice and tools, service design is here intertwined with the political 

practice of participatory design. In this regard, this section has acknowledged the confusion 

among the design community between the concepts of co-creation and co-design; for the 

purpose of this research, these are viewed through the lens of ‘co-designing services’, as an 

on-going, transformative, and reflexive process of service innovation.  

Moreover, a social innovation journey was discussed as an action format for co-designing 

services, requiring specific design skills and tools, and highlighting the need for addressing the 

issue of service legacy for the sustainability of services. From the literature reviewed, the 

opportunity to co-design collaborative services with community members was identified. 

However, such an approach poses the need for designers to customise service features to 

address the challenges of specific sociocultural contexts, taking into account not only tangible 

outcomes, but also intangible issues –  such as trust and empathy – and considering the 

potential value added by face-to-face encounters as well as digital innovations within textile 

artisan communities. Finally, this investigation is concerned also with the concept of enabling 

ecosystems as a way to sustain and scale services by connecting small and distributed 
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initiatives via an intermediary infrastructure, posing the challenge to further explore issues of 

openness, collaboration and locality within the social process of service innovation. 

 

2.4.   An Anthropological Perspective on Service Design 

Within the service design landscape, we are witnessing the emergence of an anthropological 

approach to service design, alternative to more linear, established and rational approaches 

to service innovation and new service development. In fact, as a consequence of the 

mainstream rationalism of Western societies that foster efficiency and standardisation of 

processes (Brubaker, 1984), service design often results in systems that are deprived of the 

richness of human activity and cultural identity, as Prendiville (2015) notes is apparent in the 

increasing use of automated services and call centres. From this perspective, services are 

conceptualised in an overly neat way, as a series of methodological steps, omitting the 

everyday life context of human activity, experience and expectations embedded into services. 

In fact, the focus of the service designer often presupposes a designed object, yet services 

include, beyond tangible objects, also intangible elements, and strategic holistic experiences 

(Bitner et al., 2008), which may manifest in service encounters. 

Moreover, Blomberg and Darrah (2015) highlight that services are often designed from the 

perspective of business and information technology professionals, who overlook the context 

of their designs, whose users ‘prosume’ the messiness of their social worlds. The same 

authors note that “there is a gap between the messiness of reality and how we think about the 

challenges and opportunities to understand and design for service worlds”; consequently, services 

become unbundled from the specific locales in which they are enacted. Therefore, they call 

for ‘an anthropology of services’, implying an exploration of the situated practices of designers 

and a broad range of stakeholders, considering not only the efficiency and effectiveness of 

service systems, but also the impact on the lives of the people using the service. From this 

anthropological perspective, services are considered as messy human activities situated in a 

place (Prendiville, 2015) and deeply ‘entangled in social life’. This approach allows grounding 

of service worlds (Bryson et al., 2004) within a holistic understanding of the 'messy’ human 

condition, people’s practices, and the unpredictability of service outcomes, in contrast to the 

often clear representation of services within service design outcomes such as service 

blueprints.  

For instance, Blomberg and Darrah (2015) note that when researching and engineering 

hospital services to make them efficient and effective from the perspective of insurance 

companies focused on material goods, there is the risk of overlooking immaterial issues posed 

by cultural minorities whose needs may deviate from the formal system. Instead, in line with 
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Sangiorgi et al. (2015, p. 12) taking “an anthropological focus on the human and contextual nature 

of innovation situates it [service design] within a social and cultural lens” that seeks to capture and 

reassemble the fragmented practices, institutions, lifestyles and networks that are often 

overlooked in innovation discourses. From this phenomenological perspective, knowledge is 

seen as active, created in the ‘living’ moment, through human encounters, and the world is 

understood as continuous phenomena (Akama & Prendiville, 2013). As a consequence, this 

requires the designer to pursue context immersion, and incremental ways of unlocking tacit 

knowledge to inform an on-going process of transformation and learning (Pink & Akama, 

2014).  

2.4.1.   Design Anthropology, Co-Design and Service Design 

Adopting a phenomenological approach to service design opens up the scope of a 

collaborative enquiry into the sub-discipline of design anthropology (Gunn & Donovan, 2012), 

which brings together design theory and anthropology and have been used to analyse 

everyday use of products and services in various technology fields (Fors & Pink, 2017). Design 

anthropology is generally concerned with how a given product or service fits into everyday 

lives of people and moves away from direct interactions to provide insights on the wider 

context of how products and services are taken up and used. Within this blending of the two 

fields, design anthropology brings foresight, future orientation and intervention as well as a 

collaborative practice to design.  

When adopting this approach in service design, it is key to attend to uncertainty, emergence 

and the continuously changing context of services and technologies. Design anthropologists 

engage with ‘the possible’ to explore alternative opportunities for the future by moving away 

from the linear process of design towards the co-production of knowledge (Smith et al., 

2016). They learn throughout the process, uncovering latent needs and embedding them into 

the design of services situated in social contexts of action. Design anthropology goes beyond 

the use of ethnographic methods in design practice, to propose ‘design provocations’ that 

broaden the scope of design (Lenskjold, 2011), through making sense of existing fragments, 

and remaking them into new stories of place, to be brought together into service concepts 

(Prendiville, 2015). In fact, while ethnography is a study of learning ‘about’ people to serve a 

documentary purpose, anthropology means studying ‘with’ and learning ‘from’ people, closing 

the gap between observation and understanding, ‘knowing from the inside’ and reconstructing 

knowledge on the outside (Ingold, 2013).  

The concept of collaboration and reflexivity, meaning doing research ‘with’ – rather than ‘for’ 

or ‘about’ – participants is key within anthropology, through inter-subjective enquiry and 
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empathy (Ingold, 2008; Pink, 2013). With this in mind, Akama and Prendiville (2013, p. 30) 

suggest that “co-designing can catalyse a transformative process in revealing and unlocking tacit 

knowledge, moving people around a journey to ‘make real’ what proposed services might be like in 

the future”. From this perspective, co-design can be seen as a “reflexive, embodied process of 

discovery and actualisation, and […] an integral on-going activity of designing services” (Ibid., p. 30). 

This requires that designers, while intervening within a context, should be mindful of the past 

and on-going activities of those participating in the process of service innovation, considering 

not only the individuals, but also the social and cultural context in which service encounters 

occur.  

Furthermore, bridging design anthropology with co-design and service design overcomes the 

limitation of service design practice as a series of fixed interactions or a systematised process 

of methods (Akama & Prendiville, 2013). In fact, in order to legitimise the field of service 

design, emphasis has been placed on methods, perceived as ‘commodities’ separated from 

the skills of the design practitioners and reduced down to a recipe applicable across any 

context. For instance, events such as Service Design Jams, toolkits (IDEO, 2015) or books like 

This is Service Design Thinking by Stickdorn and Schneider (2010) are useful to teach the basics 

of service design to those willing to enter the field, but the mastery of the designer lies in his 

capability to be immersed in a context and enact tools or methods accordingly. In fact, whilst 

co-creating services the designer’s sensitivity to a context requires skilled adaptation of 

methods according to people, contexts and purposes. Furthermore, Blomberg ad Darrah 

(2015) note that there is scope for anthropologists to collaborate with service designers not 

merely as external experts but as active practitioners eliciting knowledge about service users 

and making it accessible and useable for designing services.  

 

2.4.2.   An Ecology of Time and Place 

Adopting a design anthropological perspective to service design opens up different 

frameworks for considering the concepts of time and place and generating alternative 

opportunities, as well as more embodied and meaningful outcomes for those using the 

services.  

While ethnographic research has often been directed towards the past, design anthropology 

has introduced an orientation towards the future (Smith & Otto, 2016), opening up more 

collaborative ways of researching with participants, moving towards a process of change and 

intervention. Within this context, taking a design anthropological approach to designing 

services for social innovation implies an on-going movement between past, present and future 

temporalities. In this regard, Ingold (2010, p. 216) introduces the concept of improvisation as 
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distinct from innovation, as a way to follow “the ways of the world as they unfold rather than 

seeking to recover a chain of connections from an end point to a starting point on a route already 

travelled”. In fact, the experiences of the present, and the memories of the past shape the way 

in which futures are envisioned, leading people’s imagination to move back and forth within 

a non-linear time (Smith et al., 2016). In return, visions of futures contribute to shaping the 

way in which ‘the future’ (including near futures) might unfold. Furthermore, the future, like 

the present, is heterogeneous and entails multiple futures; everybody can translate his own 

visions for the future into actionable routes, which are meaningful to him. Designing 

anthropological futures can, on one hand, empower multiple, perhaps also disagreeing, voices 

carrying their diverse experiences, aspirations, fears, but also situate alternative visions for 

the future into the reality of people. With this in mind, Tassinari et al. (2015) propose an 

‘ecology of time’, a flexible and resilient movement from linear to ‘messianic time’ – i.e. the 

time in which past, present and future coincide, as per Agamben (2000) – and vice versa. For 

instance, new narratives resulting from storytelling can be considered as framed in an ecology 

of time: they are based both on messianic time as they acknowledge all possibilities, and on 

linear time as they inform a temporary, fallible and flexible plan for the future.  

Being mindful of the organic flourishing of innovations through interactions and engagement 

over time allows the designer to shift from ‘parachuting’ into projects that do not grow or 

develop towards an on-going co-design process rooted within integrated knowledge and 

relationship within a context (Akama & Prendiville, 2013). Such a situated, embedded and 

context-aware approach to services highlights the intricate connection of place with the 

‘messiness’ of human activities and with the values in which communities recognise 

themselves (Prendiville, 2015). From an anthropological perspective, the importance of place 

is reconsidered in a richer (i.e. more relational, temporal and based on making processes) 

way than the metrics or ‘point-to-point’ (Ingold, 2007) customer journey maps commonly 

developed by service designers. This requires moving away from observing to learning new 

ways of perceiving the world by being and studying with people, as well as new ways to 

translate the entanglement of everyday practices into visual and human-centred forms. In this 

regard, design anthropology allows capturing of the fragmented social and cultural practices, 

values and meanings that are vital to understanding a community and its place. Moreover, 

design anthropology attends to the tacit ways of knowing and uses co-design tools for 

engaging with users and developing service innovations that, through everyday practices, 

contribute to place-making. For instance, the MDes Service Design students participating in 

the Age UK Newcastle project presented by Prendiville (2015) used co-design tools such as 

picture cards and diaries in order to map out the complex and dynamic daily lives of the 
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elderly using community services in Byker, and visualise the findings in an embodied and 

tangible way through place-making maps (Figure 2.7). These are conceived as low-tech 

prototypes, showing that place and time – whose nature is multi-faceted, relational, and 

evolving – are inescapably intertwined. 

 

 

Figure 2.7. Place-making map (Prendiville, 2015).  

2.4.3.   Co-Designing Situated Services 

Since local dynamics are embedded into the structures of services, “once-size-fits-all 

approaches to service delivery to fix social ‘wicked problems’ are inadequate” to address the specific 

needs of diverse local communities (Akama & Prendiville, 2013, p. 30). Within the landscape 

of service development, we are witnessing a shift from the practice of ‘service user 

involvement’ towards building a wider community as a support network around the service 

(Boyle & Harris, 2009) and engaging people as active participants in a value co-creation 

process (Wieland et al., 2012). Literature emphasises the need for designers to be deeply 

immersed in a context, in order to interweave the diverse experiences of local stakeholders, 

drawing on their situated knowledge, and harnessing collective creativity. As a consequence, 

the participants in a process of co-designing situated services often feel enriched, as they 

absorb each other’s knowledge and experiences, like the students and the members of the 

Geovation Challenge described by Akama and Prendiville (2013).  

Furthermore, the implementation of designed services within a context poses complex 

challenges due to the impossibility of designing at the outset all the accommodations which 

will be made by local stakeholders while managing the service-in-use. In this regard, Blomberg 
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and Darrah (2015) highlight that the interventions of service designers are never novel 

productions, but should be considered, instead, as partial interactions with existing systems 

and on-going processes. In fact, considering services from a design anthropological lens 

requires not only immersion in the times and places in which services are experienced, but 

also expanding the designer’s perspective beyond the timeframe of projects. This perspective 

reconceptualises designing for service as an on-going process of transformation, within which 

the designer has inescapably limited control or ownership.  

Moreover, Stakowski (2010) suggests that sustainable innovations should take into 

consideration local specificities and be articulated in the relatively small scale of active and 

self-organised communities in order to be socially, culturally, economically and 

technologically viable. Situating the design for services and strategies for sustainable 

development into local communities replaces the paradigm of competition with one of co-

operation (Mayer & Knox, 2010), meant as mutual exchange of resources and information 

between one element of the system and the other. Furthermore, engaging communities in a 

sensemaking process around their own needs and aspirations contributes to the development 

of place-bounded communities and social wellbeing, in contrast to traditional economic 

development models focused on place promotion. In this regard, interweaving a relationship 

between design and territorial systems (meaning an integrated place of knowledge, culture, 

skills, resources, and times) is crucial to triggering a mechanism of change, building a network 

of stakeholders who interact towards local development (Villari, 2009). In order to enable 

this process, the designer is recommended to trigger participation, relationships, and 

envisioning locally sustainable futures. Therefore, the craft of the service designer lies in 

developing an approach open to local interpretations and adaptations by local stakeholders, 

reconfiguring available assets, cultures and practices, and working together towards building 

resilient innovations, mindful of the past, present and future, within a place.  

2.4.4.   Section Conclusions 

This section presented the limitations of the mainstream rationalistic approach to service 

innovation and the perspective of business and information technology professionals who, in 

a quest for efficiency and standardisation of processes, conceptualise services in excessively 

neat ways, overlooking the context, the social life and the intangible elements of their designs. 

With this in mind, this research builds on the recent emergence of a design anthropological 

approach to service design, considered as a practice situated in a place, aimed at embedding 

the messiness of social worlds within unpredictable service outcomes. This research adopts 

a socio-anthropological theoretical lens to capture and reassemble the fragmented practices 
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of textile artisans, which are often overlooked in innovation discourses, and builds on the 

phenomenological approach to service design of previous scholars, who have emphasised the 

need for developing further cultural sensibility, eliciting tacit knowledge and adapting methods 

within a context, as well as an on-going process of transformation.  

Moreover, building on the sub-discipline of design anthropology, this section emphasised the 

value of anthropology contributing theoretical knowledge and context sensitivity to the 

collaborative and future-oriented practice of design. In fact, going beyond the mere use of 

ethnographic methods in the initial stages of a research process with a documentary purpose, 

this investigation bridges design anthropology with co-design and service design, opening up 

a reflexive process of doing research with people, being mindful of past and on-going practices 

and reconfiguring the social and cultural context in which services occur. Such an approach 

is envisaged to contribute to overcoming the limitation of service design as a fixed and 

systematised series of methods, which have become commoditised and separated from the 

skills of the practitioner, in the effort to produce a formula transferable across contexts.  

This section also explored an alternative ecology of time, as an on-going movement between 

past, present and future. To co-design situated services, it is critical for service designers to 

reconsider the limitations of their toolkits and experiment with other methods and 

approaches to deal with uncertainty, engage in a process of future-focused thinking, making 

sense of existing assets and remaking them into something new. Finally, the literature 

reviewed emphasised the importance of place in the design of services and highlighted the 

ineffectiveness of one-size-fits-all strategies to address the specific needs of diverse 

communities. With this in mind, the concept of ‘situatedness’ have been reviewed from 

different disciplinary perspectives, from an Anglo-Saxon tradition focused on individuals’ 

behaviours and interactions within the workplace to Latin traditions which emphasise cultural 

heritage (i.e. valuing local resources and promoting territorial development through tourism 

and artisanal products). From this emerged an opportunity to further investigate this concept 

in relation to services, as a way to move away from the designer ‘parachuting’ into 

communities, to develop a more embedded approach to mindfully enter the artisans’ realities, 

draw on their tacit knowledge, and co-design situated services for sustainable futures.  

 

2.5.   Overall Conclusions of the Literature Review 

This initial research phase addressed the first objective of this project, ‘to critically review 

literature on sustainable futures, design for social innovation, service design and design 

anthropology’. This allowed the identification of a knowledge gap and the development of a 



Chapter 2 

54 

conceptual framework conceived as a series of principles guiding the subsequent phases of 

this investigation. 

The literature reviewed contributed to setting the scope of this research around textile 

artisan communities, and outlining the problem to be investigated, i.e. the need to envision 

sustainable futures, overcoming the inefficacy of top-down strategies and one-size-fits-all 

services to address the specific needs of diverse local communities, as well as the resource 

and infrastructural limitations of bottom-up initiatives. To provide background for this 

research, a picture of the endangered sustainability of textile artisanship was drawn, 

challenged by the isolated and precarious condition of artisans, who often reside at the 

bottom of the pyramid of an unfair system, that does not take the people, the heritage or the 

environment into account. In order to tackle the wicked problems embedded in the textile 

value chain, this investigation adopts systemic thinking and a holistic approach to 

sustainability. From this perspective, this research argues that textile artisan communities can 

contribute to sustainable development, due to their potential to revitalise cultural heritage, 

nurture social engagement, regenerate local economies, and enhance environmental 

stewardship. Considering the quadruple bottom line of sustainability, possible design 

directions for the transition of textile artisan communities towards a sustainable future were 

outlined, and the need for a participatory and phenomenological approach was highlighted in 

order to define together with key stakeholders what issues to address and what strategies 

to adopt in specific contexts. In this regard, a gap was identified in the knowledge and 

education of designers to grasp the complexity of local contexts, and design enabling 

ecosystems to make things happen. Moreover, given the increasingly recognised need for 

multidisciplinary stakeholders to collaborate in order to address such complex challenges, 

participatory design was here bridged with transformation design, an under-explored area of 

research, emphasising the need for building not only an external mechanism of involvement 

but also an internal mechanism of change. In fact, through shared ownership of design 

outcomes but also of the process and methods themselves, transformation design is 

envisaged to contribute a new culture of resilience, shifting the focus of the discourse on 

resilience from a technical, economic and functional viewpoint towards a cultural perspective 

that leverages diversity and creativity.    

As a reaction to the inefficacy of top-down approaches (based on economic growth and 

technological development) to activate real-world change, this research is situated within the 

field of design for social innovation, rooted on alternative ideologies and proposing a shift 

towards more grounded and localised ways to address social needs, while also creating new 

social relationships. However, the literature identified issues of sustainability, infrastructuring 
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and scalability of social innovations as challenges to be further investigated, in order to fill a 

gap in the knowledge of tools and models of community engagement, as well as of hybrid 

forms of organisation. For instance, ‘middle-up-down’ approaches could bridge bottom-up 

initiatives of artisans with top-down support of organisations. With this in mind, the 

expanding political role of the designer was outlined, emphasising the need for new skills for 

context immersion and interpretation of social and cultural frames. In particular, storytelling, 

sensemaking and activism were discussed as prominent methods to be applied in design for 

social innovation, in order to activate meaningful routes towards a sustainable future.  

As a sustainable alternative to the goods-dominant logic, this research proposes service 

design as a human-centred, strategic and systemic approach to tackling the complex 

challenges within the textile artisanal sector. Having mapped this emerging and 

heterogeneous discipline, this research is aligned with the evolution of this field from ‘design 

of services’ towards ‘designing for service’, meaning an on-going and collaborative approach 

to innovation, which is focused not on the design of touchpoints, blueprints, or serviscapes, 

but on the value co-creation system, and the creation of complex sociomaterial outcomes. 

Within the service design landscape, this research is situated within the area of service design 

for social innovation and adopts the concept of community-centred design as a suitable focus 

of investigation. Adopting a phenomenological lens, this research focuses on co-designing 

collaborative services, which can be developed by following a social innovation journey. In 

this regard, the need for tailoring services to specific contexts, taking into consideration 

intangible elements, and addressing the issue of service legacy requires further investigation.  

Finally, the literature evidenced the limitation of the designer ‘parachuting’ into projects that 

do not flourish over time, using fixed tools, commoditised into a recipe transferable across 

contexts. Such toolkits are often separated from the skills of the practitioner, who 

conceptualises services in neat ways, overlooking the social life and intangible issues of his 

design. With this in mind, this research intends to address the need for a more situated and 

embedded approach to designing for service, entailing context sensitivity, elicitation of tacit 

knowledge, adaptation of methods to local contexts, as well as on-going and collaborative 

transformation. To fill this knowledge gap, going beyond the mere use of ethnographic 

methods in early research stages, a design anthropological lens was adopted throughout this 

investigation, bridging service design with co-design, as a reflexive process of doing research 

with participants, mindful of past and on-going practices, and reconfiguring fragments of 

sociocultural contexts into something new. Therefore, building on the emergence of an 

anthropological approach to service design, this research proposes an open and flexible 

framework – entailing multiple roles, purposes and methods – aimed at equipping the 
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designer with cultural sensibility to enter communities and embed their social worlds into 

the process of co-designing situated services. For the purpose of this research project, the 

framework was developed through participatory case studies, with the aim of exploring how 

service design can be used to activate textile artisan communities to transition towards a 

sustainable future.  

2.5.1.   Conceptual Framework: An Anthropological Lens on Service Design for 

Social Innovation and Sustainability 

In summary, reflecting on the literature reviewed and the gap in knowledge identified before, 

this research reconceptualises designing for service from an anthropological perspective, as 

a socially and culturally framed process. Building on the literature reviewed, for the purpose 

of this project, an initial conceptual framework was constructed as an anthropological lens 

on service design for social innovation and sustainability (as illustrated in Figure 2.8). The 

conceptual framework was elaborated into a series of features guiding the process of co-

designing situated services for sustainable futures. This initial framework informed two 

participatory case studies conducted with textile artisan communities in order to investigate 

the implications of adopting an anthropological approach to service design.  

Overall, the framework suggests developing anthropological skills of context immersion and 

weaving together past, present and future temporalities. In order to design contextually-

better services, the designer is recommended to draw on situated knowledge, practices and 

cultures of local people. The framework proposes adopting sensemaking methods in order 

to situate theoretical visions for the future into the participants’ realities, through an on-going 

process of mundane reconfiguration of existing assets into meaningful social innovations. The 

framework suggests undertaking field research ‘with’ – rather than ‘for’ or ‘about’ – 

participants, through inter-subjective enquiry and establishing an inclusive relationship with 

them. The conceptual framework was applied in two participatory case studies conducted 

with stakeholders having diverse agendas with the aim to co-design meaningful social 

innovations. The framework suggests activating not only external mechanisms of involvement, 

but also internal mechanisms of transformations, through shared ownership of the final 

outcome, and of the process and methods themselves. In order to overcome individuals’ 

resistance to collaborate, the framework enables diverse agendas to co-exist, based on 

synergistic relationships within a resilient community contributing to building a sense of place. 

Finally, the framework is not conceived as a fixed toolkit, but as an open and flexible approach 

that local stakeholders can adopt and adapt within their contexts.  
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Figure 2.8: Conceptual framework: an anthropological lens on service design for social innovation and 
sustainability. 
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3.  Research Methodology 

This chapter presents the research methodology of this project; it outlines the 

research purpose, type, strategy and design (i.e. data collection and analysis methods) 

chosen to address the research aim and objectives outlined in section 1.3.1. 

 

3.1.   Introduction 

Research can be defined as an investigation in the pursuit of knowledge (Rugg & Petre, 2006). 

Doing research is a process, which involves data collection, analysis, conclusions drawing, and 

ultimately contributes to generate new knowledge (Robson, 2002; Davies, 2007). The 

research process can follow different methodologies, whose choice is influenced by the 

disciplinary area and focus of the investigation, but it is especially determined by the research 

questions guiding the methods of data collection and analysis to be used.   

Research can be pursued in ‘closed systems’, where most components are controlled and 

defined prior to carrying out the research, like in the case of laboratory research. 

Alternatively, research can be part of an ‘open system’, if the situation is uncontrolled and 

complex, and therefore the research design unfolds throughout the project (Robson, 2002).  

Due to the nature of this investigation situated in the real-world, this research project 

adheres to an ‘open system’ and can be defined Social World Research or Real-world 

Research. 

 

3.2.   Research Purpose 

Generated from the research problem, the research purpose indicates the area of 

enquiry and goal of the investigation. There are different reasons for carrying out an 

inquiry, identified by Robson (2002) as: exploratory, descriptive, explanatory and 

emancipatory, as summarised in Table 3.1. The main purpose of this research was 

exploratory, since its aim was to seek new insights in relation to a little-understood 

phenomenon. The reason for this was that the contribution of service design in the 

context of textile artisan communities has not yet been explored, particularly in light 

of adopting an anthropological lens to activate meaningful social innovations. 

Moreover, this research project had contextual implications on the empowerment of 

artisans currently living in a precarious condition, therefore it addressed also an 

emancipatory purpose.  
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Table 3.1. Classification of research purposes (Robson, 2002). 

Purpose Description 

Exploratory 

To find out what is happening; particularly in little-understood situations; 
To seek new insights; 

To ask questions; 

To assess phenomena in a new light; 

To generate ideas and hypotheses for future research; 

Almost exclusively of flexible design. 

Descriptive 

To portray an accurate profile of persons, events, or situations; 

Requires extensive previous knowledge of the situation to be researched or 
described so that you know appropriate aspects on which to gather 
information; 
May be of flexible/fixed design. 

Explanatory 

Seeks an explanation of a situation or problem, traditionally but not 
necessarily, in the form of causal relationships; 

To explain patterns relating to the phenomenon being researched; 

To identify relationships between aspects of the phenomenon; 

May be of flexible/fixed design. 

Emancipatory 
To create opportunities and the will to engage in social action; 

Almost exclusively of flexible design. 

3.3.   Research Paradigm 

A research paradigm is a way in which the researcher looks at the world, a viewpoint taken 

in regard to the research process (Saunders & Tosey, 2013). The term, derived from the 

Greek paradeigma, meaning an unchanging model, was used by the philosopher of science 

Kuhn (1970) and has become relevant also to social scientists. In the social sciences, there 

are two main paradigms: a ‘positivist’ and ‘interpretivist’ view of the world. Thomas (2009) 

notes that for many years the first was dominant, but since the 1920s and 1930s it started to 

be challenged by the latter, and the two paradigms are currently co-existing as very distinct 

frameworks for thinking.  

Positivism is the belief that the world is external, and its properties are objectively 

measurable; the world is observed, but not influenced, by an independent researcher, who is 

concerned with predicting outcomes and drawing generalisations such as cause and effect 

(Saunders & Tosey, 2013). Positivism is the philosophical stance of the laboratory scientist, 

who adopts scientific methods to test hypotheses and theories using a highly structured and 

replicable methodology (Gill & Johnson, 2002).  

In contrast, interpretivism is the paradigm of the researcher who aims at discovering the 

details of a situation in order to understand the reality working behind them (Remenyi et al., 

1998) or perhaps building a framework of ‘multiple realities’ (Thomas, 2009). This approach 
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to research is value bound, as it acknowledges that the subject of research is “a function of a 

particular set of circumstances and individuals at a specific time” (Saunders & Tosey, 2013, p. 58). 

In fact, the interpretivist researcher does not predefine dependent and independent variables 

but undertakes research in order to allow important phenomena and the meanings attached 

to them to emerge from the research process. Under this paradigm, research is conducted 

among people rather than upon objects and is concerned with gathering rich insights into 

social phenomena in their natural environment (Saunders & Tosey, 2013), gained through 

social constructions, such as language, consciousness, shared meanings (Klein & Myers, 1999).  

Since this investigation aimed at gathering rich insights into the subjective meanings of 

sustainable futures, establishing an inclusive relationship with the artisans to understand their 

social worlds and their ‘multiple realities’, this research project was conducted under an 

interpretivist paradigm. This choice determined that this research was pursued from an 

insider’s point of view, interacting with artisans in their natural environment and seeking to 

capture their ideas, thoughts, actions as observed in order to understand how they make 

sense of the world and how they want it to be in the future. In line with an interpretivist 

paradigm, this research project involved an in-depth investigation of qualitative data with a 

relatively small sample size and focused on soft and subjective knowledge (Cohen et al., 2013; 

Robson, 2002; Trochim, 2006) to socially construct reality through interpretation and 

development of meaning out of the data (Braun & Clarke, 2006). 

In regard to the reporting style used in this thesis, it is important to note that, although this 

research project was conducted under an interpretivist paradigm that usually claims the 

authorial and social construction of knowledge to be evident in writing (Bryman, 2016), the 

author adopted the third person’s stance of a ‘researcher’ and referred to his co-researchers 

as ‘participants’. This decision was a compromise in order to comply with the funding 

institution’s recommended best practice for writing a PhD thesis.  

 

3.3.1.   Theoretical Lens 

To be situated and embedded, design anthropology (Gunn et al., 2013) was adopted as a 

theoretical lens for this investigation. In particular, this research project built on the approach 

to co-designing services outlined by Akama and Prendiville (2013) as a as a reflexive process 

of doing research with participants, mindful of past and on-going practices, and reconfiguring 

fragments of sociocultural contexts into something new. Such an approach grounds its roots 

in phenomenological theory for which knowledge is active, generated through ‘being in the 

world’; for instance, the metaphor of ‘line-making’ proposed by social anthropology scholar 

Tim Ingold (2007) was used to reconceptualise service design as an on-going process of 
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transformation. Such an anthropological lens was here used to capture and illuminate the 

human and contextual practices that are often overlooked in innovation discourses (Sangiorgi 

et al., 2015) as a way to go beyond the designer ‘parachuting’ into projects that “do not grow 

or develop” (Ingold, 2010, p. 74). Furthermore, such an approach was developed by the service 

design researcher in collaboration with textile artisan communities, building on 

anthropological theory to reveal a complex set of social relationships, advancing the literature 

on textile artisanship from technological and environmental concerns to a social innovation 

narrative. With this in mind, the theory of ‘communities of practice’ developed by 

anthropologist Etienne Wenger (1998) was adopted to focus on groups of people driven by 

shared motivations and goals and engaged in a participatory process of development within 

a sociocultural context.  

 

3.4.   Research Type 

There are two types of research, as described by Robson (2002): fixed design (quantitative 

research) and flexible design (qualitative research). The choice of research type is driven by 

the purpose of the research and aligned to the paradigm under which the research is 

conducted. Although the difference between the two types in terms of style, language and 

objectives, they can be combined within a mixed methods research (Davies, 2007), as they 

complement each other. 

A fixed type of research is aligned to a positivist paradigm and is preferred when large 

amounts of information are available and clear specifications about what to do and how are 

defined prior to starting the investigation. In a fixed type of research, the information is 

generally deduced from measurement and analysis of causal relationships between variables, 

usually in form of numbers and statistical generalisations (Robson, 2002).  

On the other hand, a flexible type is aligned to an interpretivist paradigm, and is preferred 

when no clear information is available before pursuing the research, but the focus of the 

investigation evolves through a reflective, interactive and experiential process. The results, 

generally in the form of rich and insightful narratives, are generated through an inductive 

process of data clustering and categorisation in themes and description, leading to the 

development of a theory (Strauss & Corbin, 1990).  

Due to the exploratory purpose and the interpretivist paradigm of this research, as well as 

the nature of the research questions, and the novelty of the research scope, a qualitative type 

was chosen for this investigation as it allowed for flexibility, interactivity and open-

mindedness. In fact, the research project involved close human participation and sensemaking 

in order to activate meaningful social innovations; the purpose was not of testing theories 
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but developing an anthropological approach to service design for social innovation and 

sustainability in the context of textile artisan communities. 

 

3.5.   Research Strategy 

A research strategy is defined as an overall “plan for undertaking a systematic exploration of the 

phenomenon of interest” (Marshall & Rossman, 1999, p. 56). The strategy is informed by the 

research type and research questions and influences the choice of data collection and analysis 

methods (Yin, 1994). Robson (2002) identifies three main strategies to pursue qualitative 

research: case studies, ethnography, grounded theory. Creswell (2007) adds also: narrative 

research, phenomenology, and Participatory Action Research (PAR). Table 3.2 summarises 

the key features of the different research strategies. 

Table 3.2. Research strategies. 

Strategy Description 

Case Studies 

It aims at developing detailed, intensive knowledge about a single case, or a 
small number of related cases (Yin, 2004). Typical features are: the selection 
of a phenomenon, collection of information via a range of data collection 
methods, including observations, interviews and documentary analysis. 

Ethnography 

It aims at answering questions about specific groups of people, or about 
specific aspects of their lives (Hammersley & Atkinson, 1995). Typical 
features are: the selection of a group, organisation or community of interest 
or concern, immersion of the researcher in that setting, use of participant 
observation. 

Grounded Theory 

It aims at generating theory from data collected during the study. It is 
particularly useful in new, applied areas, where there is lack of theories and 
concepts to describe and explain what is going on (Strauss & Corbin, 1990). 
Typical features are: a systematic but flexible research strategy, which 
provides detailed prescriptions for data analysis and theory generation.  

Narrative 
Research 

It aims at capturing personal and human dimensions of experience over time, 
taking into account the relationship with the cultural context (Clandinin & 
Connelly, 2000). Typical features are: the small sample size, the use of field 
texts, and the pursuit of thematic analysis. 

Phenomenology 
It aims at describing commonalities in participants' experiences of a 
phenomenon (Creswell, 2007). A typical feature is the development of 
descriptions of experiences, not explanations or analysis. 

Participatory 
Action Research 
(PAR) 

It aims at influencing or changing an aspect of the intervention, innovation, 
policy, practice or service, etc. that is the focus of the research (Kemmis & 
McTaggart, 2003). A typical feature is the close collaboration between the 
researcher and the individuals who are the focus of the investigation (i.e. co-
researchers).  

 

Due to the exploratory purpose of this research, bounded by time and activity, case study 

was chosen as research strategy to guide this investigation. A case study research is defined 

by Yin (2004) as a qualitative investigation answering a ‘what’ or ‘how’ question about a 

contemporary real-life phenomenon (in this case: how service design can be used to activate 
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a transition towards a sustainable future) in its real context (i.e. textile artisan communities). 

Case studies were a suitable research strategy to collect data through multiple methods, to 

gain socially and culturally rich data (Creswell, 2007), analysed through description of the 

cases, and identifying themes. According to Yin (2004), a case can be an individual, event, 

organisation, program or implementation process, while a unit of analysis can be defined as a 

specific instance of a phenomenon, selected for a study, to answer the research questions. 

For the purpose of this research, textile artisan communities were chosen as units of analysis 

of a case study about a service design process for social innovation. Moreover, Yin (2004) 

proposes different case study designs: single or multiple cases. Single case design may be used 

when an existing theory is tested, or a critical case is clear but unfortunately is the only 

example (Yin, 1994; Robson, 2002). Instead, this project did not satisfy the rationale for a 

single case study, since the exploration of the application of service design for transitioning 

textile artisan communities towards sustainable futures called for a generalised response to 

meet the research aim. With this in mind, a multiple-cases design was adopted; the 

framework developed through this research was progressively reviewed and enriched 

through different case studies with two textile artisan communities in their contexts. Such 

cases can be seen as ‘site’ studies, since the context (i.e. the specific sociocultural and physical 

setting) was central to the understanding of the phenomenon (Miles & Huberman, 1984).  

Since the researcher was not a mere observer but an active participant in the project, it could 

be argued that the strategy undertaken did not fully fit the conventional definition of case 

studies as an investigation in which the researcher has no or little control over the events. 

Therefore, due to the emancipatory purpose of this project, this strategy was combined with 

a participatory design research approach, consisting of the collaboration between the 

researcher and participants to explore a social problem within the research context 

(Simonsen & Robertson, 2013). This involved a process of investigating, understanding, 

reflecting upon, establishing, developing, and supporting mutual learning between multiple 

participants. Combining the two approaches into a participatory case studies research was 

deemed an effective strategy for understanding the context of textile artisan communities 

and activating social innovations meaningful to them.  

3.6.   Research Design 

A research design is “the overall configuration of a piece of research” (Saunders at al., 2000, p. 

126), enabling the researcher to make informed decisions not only about the methods of 

data collection and analysis, but also about the evidence gathered, and its source, as well as 

its interpretation in order to answer the research questions. Rather than deduced from 
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premature assumptions about the methods of data collection to be used, the research design 

reflects the chosen research paradigm and strategy, and is adapted according to any 

constraints of the subject of investigation, such as lack of access, of existing literature or 

knowledge, etc. The research design developed for this project can be described as a 

sequence of four phases – Literature Review (chapter 2), Scoping Study (chapter 4), two 

Participatory Case Studies (chapters 5 and 6), and Evaluation Study (chapter 7) – each 

informing the next step and contributing to addressing the overall research aim.  

Data collection techniques are the methods of investigation used to address the 

research objectives, referring also to how the data is shown as trustworthy and 

analysed. More than one method can be used to collect the same information, as each 

technique provides a different perspective of the answers being sought (Kane & Brun, 

2000). However, depending on the research type and strategy, some methods result 

more suitable than others to address specific research questions, also in relation to 

time constraints and resource limitations (Davies, 2007). For the purpose of this 

research project, a ‘bricolage’ approach (Grossberg et al., 1992) – embracing flexibility, 

reflexivity and multiple perspectives – was adopted for assembling a range of design 

research methods of data collection, which were deemed the most suitable to 

address the objectives of each phase of the investigation. In line with the qualitative 

type of this case study research, methods were used and refined throughout the 

research process to incorporate learning from one study to the next (Davies, 2007). 

Figure 3.1 illustrates the research design of this project, considering the objectives, 

methods and outcomes for each phase of this investigation.  
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Figure 3.1. Research design of this doctoral project.  

3.7.   Data Collection Methods 

The following sections describe the rationale behind the choice of the multiple data collection 

methods used throughout the research project. Details of the tools, procedures and 

participant selection can be found in the relative study chapters 4, 5, 6, and 7.  

 

3.7.1.   Literature Review 

The aim of this phase was to conduct a critical review of the literature on sustainable design, 

design for social innovation, service design, and design anthropology to address research 

objective 1. This process was guided by a map of the literature (Figure 2.1), which was 

developed in order to brainstorm around key topics related to the research field and map 
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out relationships among them. Keyword searches were used in Google Scholar, Scopus, Web 

of Science and other research databases accessible from the Loughborough University library, 

seeking information from relevant sources. The researcher reviewed the main areas of 

research separately and drew conclusions on the theoretical implications between them 

through the development of a conceptual framework as an anthropological lens to guide this 

investigation on service design for social innovation and sustainability. The literature review 

contributed to identify a gap in the knowledge of a more situated and embedded approach 

to designing for service, entailing context sensitivity, elicitation of tacit knowledge, adaptation 

of methods to local contexts, as well as on-going and collaborative transformation. To fill this 

knowledge gap, the conceptual framework resulting from the literature review was 

developed and challenged both at theoretical level through further literature review and the 

scoping and evaluation studies, as well as in practice, through the two case studies conducted 

using a participatory design research approach.  

 

3.7.2.   Scoping Study  

Informed by the literature review, the Scoping Study ‘Challenging Sustainable Futures for 

Textile Artisan Communities’ was conducted as a ‘reconnaissance’ (Tripp, 2005) phase to 

guide the subsequent participatory case studies. The aim of this study was to address research 

objective 2, ‘to develop a theoretical proposition for sustainable futures tailored to textile 

artisan communities’. The following sections explain the rationale for the choice of the data 

collection methods used, while further details about the study can be found in chapter 4. 

 

3.7.2.1.   Focus Group 

Focus group is a method of interviewing more than one, usually at least four, interviewees 

(Bryman, 2016). The focus group was key to collectively review and corroborate some future 

trends identified through the literature review and analyse them through the lens of textile 

artisan communities. This method was chosen as it stimulates discussion and emergence of 

views and tensions around a topic supplied by the researcher, gathering collective rather than 

individual views (Morgan, 1988). To address the objectives of the analysis (i.e. to look for 

sustainable futures, challenges, and opportunities), themes were deduced from the 

sustainable futures identified from the literature review; in addition, the challenges and 

opportunities around these themes emerged from the examples discussed by the participants. 

Finally, the researcher conducted a process of design synthesis of the results into a manifesto 

to inspire the transition of textile artisan communities towards sustainable futures.  
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3.7.2.2.   Semi-structured Interviews 

Semi-structured interviews were carried out to complement the findings from the focus 

group. Semi-structured interviews were chosen as a flexible data collection method to build 

knowledge through discussion about interviewees’ interpretations of the world (Kvale, 1996; 

Cohen et al., 2013). Among the different types of interviews – i.e. structured, unstructured, 

semi-structured (Robson, 2002), the researcher opted for a semi-structured format since he 

had already gained a clear focus from the focus group, yet deeper insights were needed. The 

researcher decided to conduct interviews via Skype to allow reaching participants in different 

locations and times. In line with the interpretivist paradigm of this research, this method was 

chosen to collect diverse examples, rather than collating knowledge into a unilaterally agreed 

construct.  

3.7.3.   Participatory Case Studies 

Two Participatory Case Studies were undertaken to address the research objective 3, ‘to 

develop a framework for co-designing situated services for sustainable futures’. Throughout 

the case studies, multiple service design and co-design methods were used to collect data as 

they complemented each other. Similar data collection techniques and analysis methods were 

used for the two case studies, yet evolved to accommodate learning from one study to the 

next. The following sections discuss the rationale for the choice of data collection techniques 

and method of thematic analysis used for the participatory case studies, while details of the 

procedures and tools can be found, respectively, in chapters 5 and 6. 

3.7.3.1.   Design Ethnography 

In line with the design anthropological lens adopted for this research, ethnographic 

methods (i.e. participant observations and unstructured interviews) were used in 

order to identify a suitable scope for the second Participatory Case Study situated 

within the context of textile artisan communities in Cape Town. Mattelmäki (2006) 

defines ethnography as an exploratory, rather than evaluative, method, which takes 

place in natural surroundings, and is open to change and refinement throughout the 

process as new learning shapes future observations. Applying ethnography to a design 

process aims to discover the local person or ‘native’s’ viewpoint. This requires the 

designer to pursue participant observation and context immersion, in order to 

investigate all the aspects of life for an extended period of time, being able to speak 

the same language as the study participants (Malinowski, 1987). During the 
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ethnographic scoping activity pursued for the purpose of this investigation, field notes 

were written to capture the researcher’s comments, insights and feelings while 

interacting with the participants, paying great attention also to contextual elements.  

 

3.7.3.2.   Storytelling 

Storytelling was used as a method with the purpose of giving voice to the research subjects 

and making them heard by local stakeholders. With this in mind, storytelling was chosen as 

data collection method with the aim of mapping the current state of the art of textile artisan 

communities. Storytelling resulted to be in line with the emancipatory purpose of this 

research, involving the artisans and interacting with them as co-researchers. Such a data 

collection method builds on the work of philosopher Arendt (1968), who defines storytelling 

as an opportunity to collect the fragments hidden behind the mainstream, weave them 

together in a narration and communicate it (Tassinari et al., 2015), in an act of both listening 

and telling (Valsecchi et al., 2016). In the two Participatory Case Studies, storytelling was 

conducted in the form of contextual interviews (Stickdorn & Schneider, 2011) to collect 

qualitative data in situ and develop compelling and holistic narratives around the artisanal 

businesses and their contexts.  

 

3.7.3.3.   Sensemaking 

Sensemaking is defined as “a motivated continuous effort to understand connections in order to 

anticipate their trajectories and act effectively” (Klein et al., 2006, p. 71). In line with the 

anthropological approach adopted for this investigation, sensemaking was chosen as a method 

to empathise with the participants and reframe issues from new perspectives, to foster 

creative leaps based on personal sensemaking, and create shared understanding between the 

researcher and the participants (Kolko, 2010a). For the purpose of both Participatory Case 

Studies, sensemaking activities were conducted with each of the artisans in their workspaces, 

with the aim of triggering the artisans to reflect on their businesses and discuss ‘what a 

sustainable future may look like for them’. This was in line with the ‘abductive’ process 

described by Kolko (2010b) as the ‘logic of what might be’ to develop ‘best guess’ leaps or 

insights that make the most sense considering observed phenomena or prior experience.  

 

3.7.3.4.   Co-creation Workshop 

In order to address the ‘wicked problems’ mapped out in the discovery phase, the researcher 

espoused Parker & Parker’s (2007) vision that various stakeholders need to be engaged in 

the co-design of services. Such an approach aimed at collectively drawing on stakeholders’ 
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local, situated knowledge, unlike top-down, one-size-fits-all approaches that are inadequate 

due to the specific nature and needs of diverse communities. With this in mind, a co-design 

approach was adopted, moving beyond the idea of ‘service user involvement’, and creating 

an environment where people become active participants of a value co-creation process 

(Wieland et al., 2012). According to Mattelmäki and Slesswijk Visser (2011), such a co-design 

approach engages designers and stakeholders collaborating towards exploring, envisioning 

and developing solutions, with the aim of giving voice and tools to those who are not usually 

involved in a design process. Drawing from Sanders & Stappers (2008), co-creation 

workshops were conducted as an act of collective creativity applied and shared by people 

working together across a co-design process. Therefore, the artisans’ visions for the future 

collected in the discovery phase informed co-creation workshops (Stickdorn & Schneider, 

2011). The aim in both case studies was to outline situated service propositions for the 

transition of artisans towards a sustainable future. During the workshops, the researcher 

played the role of a facilitator of brainstorming activities, using a set of tools selected or 

adapted from various sources (explained in sections 5.2.6.1 and 6.2.5.1) to trigger the 

participants to be creative in generating ideas, which were then captured in given templates. 

The latter were used as basis for the data analysis process and display key findings to be 

shared also with the participants in order to build collective understanding.  

3.7.3.5.   Roundtable Discussion 

In the second case study, also due to the circumstance of conducting the case study research 

abroad, there was the need for outlining an ‘exit strategy’ before the researcher physically 

left from the community in Cape Town. This choice was in line with the action format of a 

‘social innovation journey’ defined by Meroni et al. (2013) as a non-linear sequence of stages 

and actions that enable people to set up and prototype a social innovation through an event-

like pilot initiative, in order to release its full ownership to the community. With this in mind, 

a roundtable discussion was set up with the aim of showcasing the outcomes of the study to 

a wider audience of stakeholders and getting a more comprehensive picture of the potential 

implementation of the outlined service proposition. Reflection throughout the case studies 

was conducted with the aim of corroborating and enriching the framework developed as an 

outcome of this research and identifying recommendations for further enquiry. Integrating 

the feedback from both case studies and trying out the data collection methods in different 

context were meant to refine the framework, and draw recommendations for the next 

research phase. 
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3.7.4.   Evaluation Study  

The Evaluation Study aimed at addressing research objective 4, ‘to evaluate the potential 

impact and relevance of this research project’s contribution beyond its specific case studies’.  

 

3.7.4.1.   Semi-structured Interviews 

Similar to the method described in section 3.7.2.2, semi-structured interviews (Kvale, 1996) 

were conducted to evaluate the framework developed as an outcome of this research 

project. Since the value of the framework lies in its approach as a whole, the researcher 

avoided the option to narrow the interviewees’ responses a priori through targeted questions. 

Furthermore, targeting different sections of the framework to different experts would have 

compromised the representativeness of the sampling, and would have not allowed gathering 

multiple perspectives on the same issue. With this in mind, the same questions around the 

value of the whole framework were asked to each interviewee, in order to draw a more 

rounded picture. An ideal evaluation would have entailed providing the framework to other 

service design academics and practitioners for them to apply and test it in their own research 

and/or practice. However, this option was judged unrealistic, given the time and resource 

constraints of this project.  

  

3.8.   Data Analysis  

Due to the qualitative type of this research, large amounts of data were collected, in various 

forms, such as field notes, post-it notes on workshop templates, audio recordings, and 

photographs. These were thematically analysed, following the method described by Miles and 

Huberbam (1994) encompassing data reduction, data display, and conclusion drawing and 

verification. The process of data reduction entailed selecting, synthesising, and transforming 

data from notes, transcripts and other documents, such as summary sheets, coding and 

memos. Data displays are representations of data developed in order to facilitate the 

recognition and comparison of patterns. Drawing conclusions from data means identifying 

clusters, themes, and outlining relationships between them.  

The data analysis adopted for this research project followed this process, using a manual 

approach; a rigorous iterative process was pursued, continuously reviewing the coding 

process to ensure consistency. First of all, the content from hand-written notes and audio 

recordings was transcribed into digital format using Microsoft Office Word. As 

recommended by Robson (2002), this process was conducted while the data collection was 

underway so that emerging findings could be fed back into the study, but also in order to 

avoid errors of omission and commission (Bernard & Ryan, 2009). Subsequently, a coding 
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process was undertaken, encompassing attributing category names to meaningful segments 

of transcriptions. In relevant sections of the study chapters it is indicated whether the codes 

were derived from pre-existing theories reviewed from the literature or emerged from the 

data through a data-driven inductive process. The researcher’s thinking (informed by his own 

experience) as ‘natural analyst’ was adopted for the development of codes (Sadler, 1981). 

Data displays were created by the researchers using Microsoft Excel to draw tables, which 

when suitable were elaborated further into visual representations using the graphic design 

software Adobe Illustrator. According to Visser (2009), such data displays allow the data 

analysis to be a ‘living’ and evolving process. Finally, details of the process of thematic analysis 

undertaken and the coding systems used for each phase of this research project are presented 

in related sections of this thesis.  

3.9.   Sampling Strategy 

Robson (2002) defines a sampling strategy as the link with external validity of research 

findings, meaning the plan set forth to ensure that the participants selected for a research 

study represent the population from which the sample is drawn. Sampling strategies can be 

divided into probability (i.e. random or stratified) and non-probability ones (i.e. purposive or 

opportunity). Due to the qualitative type of this research interested in understanding textile 

artisan communities within their social, cultural and economic contexts and not achieving 

statistical representativeness, a purposive sampling strategy was chosen (Mays & Pope, 1995). 

Such a strategy was subjected to the judgement of the researcher who selected participants 

due to their knowledge relevant to answer the research questions (Bowling, 2002). Table 3.3 

summarises the criteria used to guide the selection of participants across this research 

project, while details of the participants involved can be found in the case studies chapters, 

respectively, in sections 4.2.1, 5.2.1, 6.2.1, and 7.2.1. 

Table 3.3. Sample strategy used across the research project. 

Phase Sample 
Scoping 
Study 

International academic experts in environmental, social, cultural and economic 
sustainability, and holistic understanding of the textile artisanal landscape 

Nottingham 
Case Study 

Textile artisans with heritage know-how to be sustained, driven by individualistic 
business mindset, working in the Global North 

Cape Town 
Case Study 

Textile artisans working in an emerging sector to be scaled up, driven by 
community values, within the Global South  

Evaluation 
Study 

International academics, practitioners and members of organisations, expert in 
service design, with experience in designing social innovations with communities 
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Since the aim of the Scoping Study was to explore design routes towards sustainable futures 

tailored to textile artisan communities, the participants selected were sought with expertise 

in environmental, social, cultural and economic sustainability, as well as holistic understanding 

of the textile artisanal landscape. Academics in sustainable (textile) design were deemed the 

most suitable participants at ‘expert’ level, to discuss the challenges and opportunities for 

transitioning towards sustainable futures and generate a theoretical proposition to inform 

the research project. The participants were also selected from international locations in 

order to gather the most diverse experiences about textile artisan communities.  

In particular, two samples were chosen for this case studies research: Nottingham (UK), and 

Cape Town (South Africa). Considering material culture as a pillar for artisanship (Küchler & 

Miller, 2005), the samples were selected for their relevance to this criterion; yet, 

communities with a different level of artisanal know-how were chosen to draw a diversified 

picture of the textile artisanal landscape. With this in mind, the first case study was focused 

on sustaining a traditional textile know-how (i.e. Nottingham lace), while the second aimed 

at scaling up emergent textile artisans (i.e. screen- and block-printed textiles in Cape Town). 

From a social viewpoint, the two samples were chosen to provide different, yet equally 

exemplary, opportunities for ‘community-centred design’ (Manzini & Meroni, 2012), seeking 

a community structure, which, according to Marras and Bala (2007), is more recurrent, out 

of necessity or traditional values, in developing countries than in industrial societies. 

Therefore, the Nottingham lace businesses were dominated by an individualistic and 

functionalistic mindset, which resulted a challenge for co-designing collaborative services, 

while the second Participatory Case Study in Cape Town was grounded in the concept of 

‘Ubuntu’ (meaning ‘humanity towards others’) (M’Rithaa, 2008), which facilitated community-

centred design. From an economic perspective, engaging with artisan communities in both 

the Global North and the Global South was sought as a strategic opportunity to explore 

opportunities for opening up ‘glocal’ markets (Auricchio, 2005). Furthermore, in order to 

provide the research project with academic support, both the participatory case studies were 

linked to local universities, that is to say Nottingham Trent University (UK) and Cape 

Peninsula University of Technology (South Africa), the latter hosting a DESIS Lab working on 

service design for social innovation and sustainability. Finally, in opportunistic terms, English 

was either the native or official language in the two contexts, facilitating communication and 

collaboration between the researcher and the textile artisans, a crucial issue for the 

participatory nature of this research.  

Finally, given that the Evaluation Study aimed at reviewing and corroborating the service 

design framework developed as an outcome of this project, the participants were sought to 
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be experts in service design, as a mix of academics, practitioners and members of 

organisations, in order to gather insights in both service design theory and practice. 

Furthermore, the participants were selected from international locations and due to their 

experience in designing social innovations with communities in order to discuss real-world 

projects and gather contextualised answers to the interview questions.  

 

3.10.   Research Quality 

Establishing the quality of a research project means convincing the audience that the findings 

are believable, by tracking back the process of theory development from interpretation and 

description of data (Robson, 2002). The quality of a fixed type of research can be assured by 

following strict procedures; although very important, such procedures are not available in 

flexible research (Silverman, 2005). Therefore, the best approach is to stimulate an open 

discussion about the research choices with the co-researchers, the wider research 

community, and the interested public audience (Reason, 2006). As an alternative to more 

traditional criteria used for evaluating quantitative research, Zimmerman et al. (2007) 

proposed four lenses for assessing the quality of qualitative research: process, invention, 

relevance, and extensibility.  Originally proposed for the field of interaction design, these 

criteria were deemed suitable also to this investigation on service design.  

 

3.10.1.  Process 

One of the crucial criteria for evaluating the quality of a research project is the process. 

However, in social science research, like this investigation on service design through an 

anthropological lens, it is impossible to expect that reproducing the same process will 

generate the same results. Instead, what can be assessed is the rigour of the methods used 

and the rationale for selecting specific methods (Zimmerman et al., 2007).  

The research questions of this project guided the specific objectives of each study, and 

thorough description of how the findings of one study informed the development of the 

subsequent one was provided. This thesis presents a methodical documentation of the 

rationale, procedure and tools used throughout the research project, with enough detail for 

allowing others to reproduce the process undertaken, as per the Methods sections 4.2, 5.2, 

6.2, and 7.2 in the study chapters. In particular, to reduce threats to description and 

interpretation (Robson, 2002), the data collected throughout the research project was 

recorded in the form of audio, which was then transcribed and carefully stored for retrieval 

when necessary. The results sections of the studies (4.3, 5.3, 6.3, and 7.3) also include 

citations of the participants and photographic accounts of their inputs (e.g. on co-creation 
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workshop tools) as evidence of the reliable process of data collection. Transparent and 

thorough description of the iterative process of thematic analysis is provided throughout the 

study chapters. Regular reviews of this research project were undertaken involving three 

supervisors, peers at seminars and conferences within Loughborough University and across 

the AHRC Design Star CDT, as well as presentation and publication in seven international 

conferences, among other public engagement activities (workshops, design jams, posters, 

talks, exhibitions) conducted in order to expose this work to constructive criticism. 

 

3.10.2.  Invention 

It is necessary that a design research contributes a significant invention and that the 

researcher is able to demonstrate to have generated an original integration of various subject 

matters in order to address a specific problem (Zimmerman et al., 2007). To achieve this, a 

comprehensive literature review was conducted situating this research project within the 

field of sustainable design, design for social innovation, service design, and design 

anthropology (chapter 2). This outlined a gap in the knowledge of a situated and embedded 

approach to designing for service, entailing context sensitivity, elicitation of tacit knowledge, 

adaptation of methods to local contexts, as well as an on-going and collaborative process of 

transformation. The impact of this research project was articulated through the application 

of the proposed framework in two real-world contexts (chapters 5 and 6) as a benefit to 

social, cultural, economic, environmental conditions of textile artisan communities. 

International academics, practitioners and members of organisations with expertise in service 

design for social innovation were interviewed to evaluate how the proposed framework 

could be applied to their research and practice making an original contribution (chapter 7). 

Finally, chapter 9 concludes on how this contribution advances the current academic 

understanding of the cultural and critical value of an anthropological approach to service 

design for social innovation and sustainability. 

 

3.10.3.  Relevance 

Quantitative research has a strong focus on validity, meaning a demonstration of the 

performance increase or the function of the contribution; therefore, scientific work must be 

documented in such a way that others can reproduce the experiments and produce the same 

results. However, given the same problem or problem framing, there cannot be expectations 

that two design researchers will generate identical results. Therefore, Zimmerman et al. 

(2007) argue that validity does not make sense as a requirement for qualitative research 

conducted under an interpretivist paradigm and with an exploratory purpose and propose 
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instead ‘relevance’ as an evaluation criterion. In fact, this type of qualitative research is not 

driven by testing a hypothesis but is bound to the values of the social researcher who 

observes real-world phenomena to explore a problem and induce a theory by interacting 

with participants within a context. Adopting relevance as an evaluation criterion implies a 

shift from what is true (for instance, the focus of behavioural scientists) to what is real (the 

focus of anthropologists), suitable to the theoretical lens adopted for this investigation.  

This research project was framed within a real-world problem, and chapter 1 outlined the 

precarious and isolated condition of artisans residing at the bottom of an unfair ecosystem 

that does not value the people and their labour, the heritage or the environment. In addition, 

the framework developed as an outcome of this research was articulated as a relevant way 

of equipping the service designer with cultural sensibility when entering communities and 

activating social innovations that are meaningful to them. Furthermore, the personal 

motivation and emancipatory purpose for undertaking this research project, and details on 

the current sustainability challenges within the artisanal landscape, are provided to support 

the design research community to consider the state outlined in this thesis as relevant and 

preferable to the current state of the art. Critical reflection was pursued by the investigator 

throughout the project to avoid biases and analyse reliable data. In addition, there was 

extensive engagement of the artisans’ and designers’ communities, who provided feedback 

(respectively, throughout the two Participatory Case Studies and the Evaluation Study) and 

expressed positive expectations about the proposed service design approach towards 

sustainable futures. This was carefully considered in order to avoid the risk that this work 

appears to be self-indulgent or a mere personal exploration informing the researcher but 

without promising a real impact on the world.  

3.10.4.  Extensibility 

Zimmerman et al. (2007) define extensibility as the ability to build on the findings from the 

investigation, in order to either apply the process to further research problems, or to 

understand and leverage the knowledge generated by the outcomes of the research. To 

ensure extensibility, the data collection methods and the conclusions drawn are reported in 

this thesis in a way that can render them useful to the reader who may wish to apply them 

in another related context.  

This is concerned also with generalizability, defined by Mason (2002, p. 35) as “the extent to 

which you can make some form of wider claims on the basis of your research and analysis”. Flick 

(2006) recommends that qualitative research shall be concerned more with theoretical 

generalisations of the results than with numerical or statistical concerns. This consideration 
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was crucial for the case studies part of this research project, for which a purposeful sampling 

strategy was used (section 3.9) including diverse communities, and multiple methods of data 

collection were used to ensure triangulation (Denzin, 1978).  

Moreover, beyond the contextual findings from the engagement with two specific textile 

artisan communities (in Nottingham, UK and Cape Town, South Africa), descriptions of the 

implications for service design were expanded to provide an exploration of how service 

design can be used to activate textile artisan communities to transition towards a sustainable 

future (as outlined in particular in sections 5.4. and 6.4). Finally, as per chapter 7, international 

service design experts were interviewed to confirm or collaborate the framework developed 

as an outcome of this research, as well as to discuss the limitations of its potential application 

to other contexts and recommend future academic and professional avenues. 

 

3.10.5. Ethics 

Since this project involved human participants, it was an obligation of the investigator to 

follow ethical considerations in order to protect the participants and their interests 

throughout the research process (Flick, 2006). Therefore, this research project followed the 

standards and codes of conduct defined by the Loughborough University Ethical Advisory 

Committee. Ethical clearance checklists (as per the sample in Appendix 1A) and risk 

assessment forms (Appendix 1B) were compiled by the investigator and validated by the 

University. Participants were asked to take part in the research project via an email invitation. 

Upon acceptance, they received a participant information pack (Appendix 1C) with further 

details about the background, purpose and schedule of the studies, including information 

about their right to withdraw from the study anytime they wanted to. At the beginning of 

each data collection session, the participants signed an informed consent form (Appendix 

1D), in order to agree to take part in the study and to have their contribution recorded, so 

that anonymised quotes could be used in future research outputs, acknowledging their expert 

participation in the project. Finally, to assure participants confidentiality of their information, 

the data collected was stored securely, accessible only by the researcher and in conformity 

to the Data Protection Act of 1998, as recommended by the Loughborough University Ethical 

Advisory Committee. 
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4. Scoping Study ‘Challenging Sustainable
Futures’

This chapter reports on the Scoping Study aimed to address research objective 2, ‘to develop 

a theoretical proposition for sustainable futures tailored to textile artisan communities’.  

This chapter answers research question 1 of this project: ‘what sustainable futures can be 

envisioned for textile artisan communities, and what are the challenges and 

opportunities for their transition?’ 

4.1.   Introduction 

This research phase was informed by the literature review that identified the uncertain future 

of textile artisans. They often reside at the bottom of the pyramid of an ecosystem, which 

has been described as unsustainable in terms of livelihood, social equality, cultural heritage 

and environmental stewardship. The literature review has identified the need for achieving 

holistic sustainability; however, a lack of comprehensive studies on sustainable futures for 

textile artisans was highlighted. To overcome this issue, some future trends were drawn from 

the literature; yet, these initial findings needed to be corroborated and the challenges and 

opportunities for the artisans to transition towards a sustainable future needed to be 

identified in order to scope and guide this research project. Therefore, international 

academics, with holistic expertise in sustainable design, were consulted, through a focus 

group and semi-structured interviews, in order to develop a theoretical proposition for 

sustainable futures, as set out in the rest of this chapter.  

4.1.1.   Aim and Objectives 

The aim of this study was to develop a theoretical proposition for sustainable futures tailored 

to textile artisan communities. This proposition was then used to guide the subsequent 
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participatory case studies, bridging from theoretical visions for the future to services situated 

in the artisans’ realities. 

To achieve this aim, the following objectives were set out for this study: 

1. To conduct a focus group with international academics in order to translate global

future trends into sustainable futures for textile artisan communities;

2. To conduct interviews with sustainability experts in order to review the initial

findings and develop a theoretical proposition for sustainable futures to inform

subsequent research phases;

3. To analyse data gathered from the participants around challenges and opportunities

for transitioning towards sustainable futures;

4. To develop a manifesto of core principles to inspire a possible transition towards

sustainable futures.

4.2.   Methods 

After piloting the study with peer researchers in order to review the methods and tools of 

data collection, the study comprised a focus group with international academics followed by 

semi-structured interviews with a different sample of participants as detailed in section 4.2.1. 

4.2.1.   Participants 

With the aim of gathering information from a wide landscape, the participants in the Scoping 

Study were academics from international locations, with expertise in environmental, social, 

cultural and economic sustainability, as well as holistic understanding of the textile artisanal 

landscape. The participants in the Scoping Study are listed in Table 4.1. 
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Table 4.1. Sample panel of Scoping Study. 

Stages Sample Panel 

1) Focus 
Group 

International academics (11): 
- Emeritus Professor in Design at Goldsmiths University of London (UK), expert 
in sustainable futures and metadesign; 
- Professor in Sustainability, Design and Fashion at London College of Fashion 
(UK); 
- Professor at Cape Peninsula University of Technology (South Africa), expert in 
social innovation and sustainability; 
- Professor at the Oslo School of Architecture and Design (Norway), expert in 
design innovation in developing countries;  
- Lecturer at Goldsmiths University of London (UK), expert in fashion design and 
activism; 
- Lecturer in fashion design at RMIT University (Australia) and practitioner; 
- Lecturer at Nanyang Technological University (Singapore), expert in co-design, 
cultural heritage, and artisanship; 
- Lecturer in fashion design and researcher in product longevity, at Leeds Beckett 
University (UK); 
- Lecturer and researcher on fair business models for artisanship, at Germany 
University Cairo (Germany); 
- Researcher in design thinking and innovation in SMEs, at the University for the 
Creative Arts (UK); 
- Researcher at the University of Southern Denmark (Denmark), expert in 
speculative design. 

2) Semi-
structured 
Interviews 

International academics (4): 
- Professor at Aalto University (Finland), expert in fashion and textile futures; 
- Assistant Professor at Parsons The New School (USA), expert in sustainable 
fashion systems; 
- Associate Professor at the University of Leeds (UK), expert in management of 
fashion enterprises; 
- Lecturer at Cape Peninsula University of Technology (South Africa), expert in 
social innovation and sustainable Product-Service Systems (sPSS). 

 

4.2.2.   Stage 1: Focus Group: Procedure 

In preparation for the study, literature was reviewed with the aim of exploring future trends 

from which conclusions were drawn on diverse opportunities for textile artisan communities. 

The results of the literature review were synthesised into eight future trend cards to aid 

brainstorming (Figure 4.1).  
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Figure 4.1. Future trend cards used for the focus group. 

A focus group was conducted at Konstfack University in Stockholm on 8th June 2015 during 

the Nordes ‘Design Ecologies’ Conference (Figure 4.2). Since the researcher was already 
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selected for a paper presentation at the Conference, he took the opportunity to involve 

participants with expertise suitable to meet the aim of this study. A short session of one hour 

was arranged to allow time for discussion without overwhelming the participants with too 

much information given the full schedule of the Conference.  

 

 

Figure 4.2. Focus group at Konstfack. 

Eleven academic participants were recruited via email. In preparation for the study, the 

participants received via email an information pack and an invitation card (Appendix 2A). 

Informed consent forms were signed on the day to explain that data would be anonymised 

and used for the purpose of the research only. A workshop protocol was created with a 

checklist of tasks and materials needed before and during the session (Appendix 2B).  

Future trends drawn from the literature and supported by examples identified through desk 

research were presented to the experts (Appendix 2C). After the presentation, the 

researcher facilitated an open conversation around the topic, and recommended the 

participants to reflect on their own experiences. The experts discussed the barriers and 

enablers and some guidelines relevant for encouraging textile artisan communities towards 

achieving a sustainable future. However, the participants highlighted the difficulty in gaining 

an overarching consensus on a sustainable future in relation to multiple communities. 

Therefore, it was preferred to discuss diverse cases that helped consolidating and enriching 

an initial theoretical proposition for sustainable futures. During the focus group, the 

researcher facilitated the discussion, and an assistant looked after recording the process via 

audio and photos; both the researcher and the assistant took written notes to avoid the risk 

of failure of recorders.  

At the end of the focus group, a series of templates were hung in the exhibition space at 

Konstfack, so that new ideas could be added via Post-its, widening the spectrum of responses 
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(Figure 4.3). The templates were used as tools to prompt participants’ discussion around the 

importance and likelihood of the future trends, as well as challenges and opportunities to 

achieve a sustainable future. Some participants at the focus group did not contribute much 

to the collective discussion. However, all the participants were contacted via email after the 

focus group so that the researcher could share further information with the experts who 

then also had an opportunity to provide feedback on the study.  

Figure 4.3. Contribution to focus group’s templates at Konstfack. 

4.2.2.1.   Focus Group: Data Analysis 

Due to the flexible type of this research, analysis and interpretation of data from the focus 

group took into account the context and circumstances of the session, in particular the group 

dynamics. The recording was transcribed (Appendix 2D) and thematically analysed, following 

a ‘template approach’ (Drisko 2000). This meant that a coding system (Table 4.2) derived 

from the literature review was used as a template for data analysis, identifying parts of 

discussion, which provided evidence and verification in relation to these themes.  
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Table 4.2. A priori coding system used for the analysis of the data collected at the focus group. 

Theme Description Support Evidence 
Alternative 
Economies 
(Alt-Eco) 

Global trade patterns shifting from 
North-South flows towards South-
South. 
Collaborative systems (Botsman & 
Rogers, 2010) and sharing economy 
(Light & Miskelly, 2014), supported 
by internet platforms.  

Trade liberalisation, economic reforms, 
freer flows of people, ideas, investments 
and technology (Futures Centre, 2018). 
Growth of businesses based on sharing 
economy with global revenues of 15 
billion USD, with potential to rise to over 
300 billion USD by 2025 
(PricewaterhouseCoopers, 2014). 

Redistributed 
Manufacturing 
(Red-Manu) 

Re-localised production. 
More networked and less 
hierarchical companies (Maffei, 
2011). 
Servitisation of manufacturing 
(Neely et al., 2011). 

On-shoring production in order to reduce 
labour costs, increase product quality, 
facilitate business management and 
strengthen customer relationship (Boston 
Consulting Group, 2012; Cerais, 2014). 

Flexible 
Production 
(Fle-Prod) 

Digital fabrication (without replacing 
traditional production).  
Product customisation. 
Enabling technologies for repairing 
garments. 

Economic impact of 3D printing is 
estimated to rise up to 550 billion USD a 
year by 2025 (McKinsey Global Institute, 
2013). 
Costs for product personalisation are 
decreasing and customers are willing to 
pay an extra 10% for some degree of 
customisation (Government Office for 
Science, 2013). 
Mending makes garments more personal, 
durable and sustainable (Von Busch, 
2008). 

Circular 
Economy 
(Circ-Eco) 

Innovative processes of waste 
minimisation after production or 
use through reuse or recycling, for 
other production processes, 
inspired by natural systems (Ellen 
MacArthur Foundation, 2014). 

Resource scarcity, increases in commodity 
prices and tighter waste regulation are 
encouraging a transition from a linear 
take-make-dispose model towards a 
circular economy (Futures Centre, 2018). 
Applying circular economy principles to 
manufacturing fast-moving goods could 
save about 20% of the material input costs 
(Ellen MacArthur Foundation, 2014). 
By building circular supply chains, the 
global economy could generate over 1 
trillion USD a year by 2025 and 100,000 
new jobs in the next 5 years (Ellen 
MacArthur Foundation, 2014). 
The circular economy is expected to grow 
over the next two decades. Yet, the 
barriers to this growth are: need for 
regulatory changes, new technologies, 
cross-industry collaborations and shifts in 
consumer behaviours (Futures Centre, 
2018). 
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Theme Description Support Evidence 
Advanced 
Artisanship 
(Adv-Art) 

Interactive, complex products, with 
material and immaterial features, 
iconic and performative values 
(Maffei, 2011).  
Long tails: niche products, locally 
and flexibly produced in low 
volumes, with low stock, like in a 
craft-industry (Maffei, 2011). 

Large distribution channels, supported by 
the Internet, enable businesses to exceed 
the best-sellers (Anderson, 2012). 
By integrating interface design, DYI, digital 
technologies, and through collaboration 
between makers and ‘lead users’ (Von 
Hippel, 2005), it is possible to create an 
advanced artisanship (Micelli, 2011). 

Designer 
Entrepreneur 
(Des-Ent) 

Design as a complex, interactive and 
collaborative entrepreneurial 
process (Maffei, 2011). 
Design as mass profession 
(Leadbeater, 2008). 
Design as an open process, beyond 
ownership (Von Abel et al., 2010). 

By 2020 we will live in a ‘purpose 
economy’, where people will start-up 
social enterprises and cities will connect 
communities to their social purposes 
(Hurst, 2014). 
Design is pursued by an increasing number 
of professionals, outstripping the actual 
demand of design for services (Leadbeater, 
2008). 

Enabling 
Ecosystems 
(Ena-Ecos) 

Platforms equipped with tools for 
organising and maintaining cross-
collaborations between artisans, 
designers, local communities and 
policy makers. 

Collaboration within an ever-growing 
global community is enabled by widespread 
mobile devices, internet, social media. This 
disrupts governance, business models, 
transparency and power relationships 
(Futures Centre, 2018). 

 

The following process of data analysis, drawn from Miles and Huberman (1994), was adopted: 

-‐‑   A ‘session summary sheet’ was created summarising the results of the focus group 

(i.e. participants involved, issues covered, new cases collected, implications for 

further data collection).  

-‐‑   Codes were applied to classify the data collected, and themes were iteratively 

modified to accommodate new ones and draw meaningful relationships. 

-‐‑   Different types of comments and reflections (i.e. ‘memos’) were added to capture 

insights during the data analysis (Table 4.3).  

-‐‑   An ‘interim summary’ was created, synthesising the interpretation of data found and 

evidencing gaps for further research.  

-‐‑   Data analysis was finalised by drawing generalisations and formulating them into an 

initial theoretical proposition. This was then verified through semi-structured 

interviews with international academics. 

Table 4.3. Memos used for the analysis of the data collected at the focus group. 

Memos Description 
Feedback  Overall feedback on the study 
Consensus/Dissent Data in line or in contrast with the a priori themes 
Evidence Case studies to back themes up with evidence 
Challenges/Opportunities Factors discouraging/encouraging a transition towards sustainable futures 
‘Spark’ Data opening up new opportunities for further research 
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4.2.3.   Stage 2: Semi-structured Interviews: Procedure 

Due to time limitations, the focus group did not allow collecting in-depth data; therefore, 

individual follow-up interviews were conducted with the aim of reviewing the initial findings 

and generating a theoretical proposition for sustainable futures tailored to textile artisan 

communities to inform the subsequent research phases. Prior to interviewing international 

expert academics, the method was piloted with a PhD researcher on sustainable design for 

artisanship. The participant information pack was deemed informative and easy to read. The 

pilot participant recommended rewording some of the questions to avoid ambiguity but 

confirmed that the flow of the interview was smooth; she appreciated having received the 

questions in advance in order to prepare her answers and keep the interview on time. Due 

to the participant’s expertise in the field, insights gathered from the pilot were also 

transcribed and analysed in order to enrich the findings from the subsequent interviews. 

Adopting a purposive sampling strategy, participants were selected among international 

academic experts in sustainable design, textiles and artisanship, as outlined in Table 4.1 

(section 4.2.1). The interviews were conducted via Skype to reach the most suitable 

participants without geographical constraints, allowing yielding a wide range of contextual 

insights. Upon agreement on taking part in the study, the interviewees received via email an 

information pack, including a summary of the initial findings from the focus group, together 

with a list of nine semi-structured interview questions. Each interview had a duration of 1.30h; 

during the interviews the researcher used prompts to guide the discussion and get further 

information.  

 

4.2.3.1.   Semi-structured Interviews: Data Analysis 

The audio recorded at the interviews was transcribed (as per the sample in Appendix 2E) 

and then thematically analysed following a method similar to that described in section 4.2.2.1. 

The codes used for the analysis of the data from the focus group were reviewed into the 

coding system outlined in Table 4.4. Derived from the initial theoretical propositions for 

sustainable futures, displays in the form of ‘conceptually clustered matrices’ (Robson, 2002) 

were used as analytical research tools to draw meaning out of the data collected. After the 

analysis, the results were emailed back to the participants to gather their feedback. Finally, 

the researcher collated the findings from the focus group and semi-structured interviews into 

a theoretical proposition for sustainable futures for textile artisan communities, as discussed 

in the following sections.  
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Table 4.4. A priori coding system used for the analysis of the data collected through the semi-structured 
interviews. 

Theme Description 
Slow Fashion 
(Slo-Fash) 

Design for longevity encouraging consumers’ deeper attachment 
to clothing (Fletcher, 2015) 

Alternative Economies 
(Alt-Eco) 

Alternative to the traditional global economy, putting people at 
the centre of new modes of exchange (Arvidsson et al., 2008) 

Redistributed Manufacturing 
(Red-Manu) 

Re-localised production thanks to democratised technology within 
networked makerspaces (Stewart & Tooze, 2015) 

Flexible Production 
(Fle-Pro) 

Product customisation and production on demand (Bianchini & 
Maffei, 2013) 

Circular Economy 
(Circ-Eco) 

Alternative to a traditional linear economy, keeping resources in 
circulation for longer (Ellen MacArthur Foundation, 2014) 

Advanced Artisanship 
(Adv-Art) 

Skilled production of complex artefacts with iconic and 
performative values (Micelli, 2011) 

Designer Entrepreneur 
(Des-Ent) 

Designer's role as manager of micro-enterprises (Austin-
Breneman & Yang, 2013) 

Enabling Ecosystem 
(Ena-Ecos) 

Configurations of people, technologies, resources, to co-create 
value (Maglio et al., 2009) 

4.3.   Results 

The findings from the study contributed to developing a theoretical proposition for eight 

elements of a sustainable future, together with an outline of challenges and opportunities for 

textile artisan communities to achieve a sustainable future and a manifesto entailing a set of 

guiding principles for a transition towards such a future. 

4.3.1.   Elements of a Sustainable Future for Textile Artisan Communities 

The disruptive challenges posed by redistributed manufacturing, flexible production, circular 

economy, alternative economies, slow consumption, advanced artisanship, designer-

entrepreneur and enabling ecosystems are discussed in the following sections.  

4.3.1.1.   Future Business Models for Redistributed Manufacturing 

Technological innovations (in terms of information, retail, transaction speed, etc.) are 

disrupting the textile value chain, negatively impacting the consumer’s desire to own more 

stuff and replacing it faster, but also positively democratising the textile and fashion system. 

Design is no longer centralised in Europe and the USA and then manufactured in the Far East; 

it is redistributed all over the world. This is creating new opportunities to set up re-localised 

business models (more networked and less hierarchical), while also reducing labour costs, 
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increasing product quality, facilitating business management and encouraging closer customer 

relationships.  

 

“Nowadays, fashion design can start anywhere, and every city has its own fashion week 

because of technology advancements, but also further investments in education overseas. 

[…] This is a driver for designers and small artisanal companies to set up cutting-edge and 

re-localised business models, but also a challenge for large brands, which may not be flexible 

enough to adapt to such changes” (P1). 

 

As an example, the designer/maker Jane Solomon sources local fabrics and prints textile 

collections locally, under the brand Fabricnation, in South Africa. Additionally, social 

enterprises were proposed as a sustainable business model for small artisans specialised in 

niche processes supporting the supply chain of larger manufacturers and generating profit for 

a good cause. For instance, the English company Good One upcycles textiles and outsources 

sustainable fashion manufacturing to Bulgaria. Another example of sustainable business model 

is adopted by the American company Alabama Chanin, which follows a lean manufacturing 

system, where garments are only produced on demand: when a customer order is received, 

artisans are briefed to produce the garment at their own home, without discarding any 

material. The participants also highlighted the raise of platforms for sharing skills, resources 

and time within an artisans’ community (e.g. in line with the ‘sharing economy’). For example, 

a group of independent textile artisans in South Africa initiated the Threadcount collective 

adopting a collaborative approach to sourcing, manufacturing and selling in order to optimise 

their businesses.   

 

4.3.1.2.   Future Models of Flexible Production 

Although handmade and digital fabrication are generally regarded as binary opposites, the 

view of most participants was that we are witnessing a raise of synergies between these two 

realms. Making things by hands was advocated as a way to re-educate consumers about the 

origin of clothes, rescuing the value of the handmade and preserving traditional know-how. 

However, the participants highlighted that technology needs to be used astutely as a tool to 

develop new aesthetics and meanings, but without compromising the tradition of hand-

making durable garments.  
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“Textile artisanal production can be supported by new technologies, but I believe that 

creative producers should be cautious to invest in technology at the cost of losing the hand-

crafted element” (P2). 

 

For instance, Shehal Bathwal in New York designs and digitally prints quilts, which are then 

embroidered by hand in India. The study participants highlighted that artisanship embodies a 

form of flexible production, which is scaled to real needs, reducing planned obsolescence, 

logistics and waste, and allowing lower costs for product personalisation. This was recognised 

as an opportunity for textile artisanship, as customers are willing to pay more for some 

degree of product personalisation, as in the case of the fashion design studio Unmade that 

has patented a digital knitting machine to produce one-off custom garments. Furthermore, 

mending old garments was recommended as an approach to extend product lifespan, making 

items more personal, therefore more durable and sustainable. 

 

4.3.1.3.   Future Design Processes Towards a Circular Economy 

Issues of resource scarcity, increases in commodity prices and tighter waste regulation were 

recognised as a fertile ground for transitioning from a linear take-make-dispose model 

towards one where resources are kept in circulation for as long as possible. The study 

participants outlined an opportunity for textile artisan communities to move towards a 

circular economy, for instance, by providing transparent environmental information, like in 

the case of the company Honest By, whose e-shop provides customers with in-depth 

information about the supply chain behind each garment. Several approaches to the circular 

economy were recommended, such as using locally sourced fibres and natural dyes, waste 

minimisation (e.g. zero-waste pattern cutting), repairing (e.g. hands-on workshops to 

creatively mend damaged garments), services for waste collection (e.g. collecting used clothes 

to be sorted, tagged, priced and sold for reuse), remanufacturing (i.e. giving a second life and 

value to otherwise discarded garments), upcycling (i.e. breaking down textiles into their 

constituent fibres to be used for other quality products), and biodegradation.  

 

“Waste minimisation is a typical practice for artisans, as well as upcycling. In a circular 

economy model, whatever artisans are producing, they should think about the use and 

disposal phases. Products can be returned to artisans to close the loop, and service design 

can intervene to upgrade them. […] Mending is typically an artistic intervention for artisans 

who increase the aesthetic value of garments throughout several use cycles” (P3). 
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Ananas Anam was presented as an example of a social enterprise, which produces Piñatex, a 

sustainable alternative to leather, obtained from waste leaves of pineapple and used to 

manufacture bags, footwear and furniture. Finally, the participants agreed that the circular 

economy is expected to rapidly gain pace over the next decades; however, the need for 

regulatory change, new technology, cross-industry collaboration and shifts in consumer 

behaviour were identified as barriers to the implementation of a circular economy. 

  

4.3.1.4.   Future Market Models Within Alternative Economies 

The perception of most participants was that weak and uncertain global regulatory systems, 

resource scarcity, as well as high commodity and transport costs are boosting ‘on-shoring’, 

i.e. relocating production processes to lower-cost locations. This poses the challenge for 

designers to systematically map and engage suitable stakeholders, and set up fair regulations, 

policies and supplies to prevent artisans from joining an informal economy.  

 

“It is hard to protect artisans from informal economies, as those who live in poor conditions 

have low access to anything, so they try to do things out of formal systems, and hardly believe 

in current provisions of services” (P4). 

 

As an example of empowering currently vulnerable artisans, People Tree was mentioned as 

a social enterprise outsourcing manufacturing of apparel to artisans’ collectives; in this case, 

the revenue of online sales aids not individuals, but the community. In Bangladesh, the 

Grameen Bank is a credit delivery system, which provides banking services to rural poor 

people, overcoming exploitation by moneylenders, and generating employment and income 

opportunities. Furthermore, the participants suggested boosting artisans’ marketing skills and 

triggering their understanding of different socioeconomic contexts to target suitable markets. 

Digital communication, social media and fundraising campaigns were proposed as ways to 

enable artisans to reach a wider portfolio of customers, while receiving further feedback to 

sustain and innovate their crafts. The participants suggested the need for disrupting the 

‘business-as-usual’ and challenge the cheapness associated with artisanal products, setting fair 

prices, which value all the people involved in the textile supply chain. A restoration of the 

ecosystem, but also of our human, social and cultural systems, was advocated as a way to 

provide everybody with an opportunity for flourishing.  
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4.3.1.5.   Future Consumers’ Values Towards Slow Fashion 

One of the biggest barriers to achieve a sustainable future was identified in the lack of 

consumers’ awareness of sustainability issues within the textile supply chain. The participants 

suggested that the designer could play an educational role (for instance, through 

communication campaigns or co-creation workshops) to trigger consumers’ sustainable 

behaviours. Instead of pushing product sales from current market trends, a slow approach to 

fashion was proposed, making products grounded in beauty, quality, know-how, longevity and 

sustainability. To embed such meanings into garments, some participants proposed exploring 

the design of product-service-systems or creatively conveying the origin of products (e.g. 

joining the Fashion Revolution’s campaign ‘Who made my clothes?’). Storytelling to the 

consumer (e.g. by means of packaging and labels indicating products’ origin and authenticity) 

and environmental certifications (e.g. Cradle to Cradle) were suggested as tools to market 

sustainable garments to mindful customers and raise people’s awareness. 

“Storytelling could have the power of raising people’s awareness of the quality, value and 

skills of craftsmanship” (P5). 

Many case studies were cited to reinforce these ideas. For examples, Maiyet, Maria Cornejo 

and Prabal Gurung were deemed exemplary for their deep synergy and long-term 

commitment between designers and artisans, who produce garments that are expensive but 

sold to last a lifetime. In the UK, Toms Shoes was also mentioned as an example of an 

enterprise offering fair-trade products to a worldwide community of customers who, through 

their purchases, may feel committed to the artisans who made their shoes.  

4.3.1.6.   Future Product Types Within an Advanced Artisanship 

The study confirmed artisanship not to be an anachronistic model of design and production, 

but an ‘advanced’ approach, bridging traditional know-how with contemporary functions and 

aesthetics. The participants suggested that ‘long tail’ markets are emerging and are disrupting 

the ‘best seller’ model; this means that niche products are developed, locally and flexibly, in 

small batches, with low stock, low distribution costs, and customised on demand. New 

product types were envisaged to embed iconic and functional values, material and immaterial 

features, Do-It-Yourself and digital technologies. Future artisanal textiles were envisioned to 

be ethical, desirable, durable, repairable, smart, developed through collaboration between 

artisans and lead users.  
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“In the future there will be scope for both democratic/open and exclusive apparel; however, 

ethical couture seems to be more unique and niche, and it is not price-led, but rather led by 

the joy of using particular garments” (P4). 

 

In order to develop new product types, the participants pointed that artisans should deeply 

understand the potential of materials and manufacturing techniques, empathise with their 

target customers and use contexts, and collaborate with professionals from other disciplines. 

Consequently, traditional aesthetics, identities, functionalities and design processes will be 

disrupted. The Masai people in Kenya were highlighted as an example of an artisans’ 

community, which is responding to the exposure of foreign cultures and is rescuing the 

prestige of its own fashionable authenticity and uniqueness. Moreover, the case of the Kente 

cloth in Ghana, whose gold thread is iconic of aristocracy, was discussed as an example of 

‘genius loci’ to be conveyed to consumers through textiles.  

 

4.3.1.7.   Future Designer’s Roles for Micro-Social Enterprises 

To address the development of complex artefacts, long networks and outsourcing, design 

has become a complex, interactive and collective process. Besides facilitating the 

multidisciplinary process of co-design, the role of designers intervening in textile artisan 

communities lies in understanding the context, making sense of complex issues, envisioning 

a sustainable future, building connections within an enabling ecosystem, assessing impacts and 

telling stories of innovation.  

 

“There is an issue in terms of reframing design from the weak concept of ‘facilitating’ the 

multidisciplinary process of co-design towards something more thorough and comprehensive, 

like sensemaking” (P5). 

 

A deep understanding of technology, economics, marketing and management of the supply 

chain was outlined among the skills to be nurtured within design education, in order to 

address issues of environmental, social, cultural and economic sustainability. The participants 

highlighted that the designer could draw on a palette of skills, such as data visualisation, 

product-service-system thinking, participatory design, making, and customer experience 

prototyping. Among the resources available to support the designer’s role, the Higg Index 

was mentioned as an open source tool to assess environmental impacts within the clothing 

value chain. Finally, creating a certification system was recommended as a way to promote 
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the value of artisans’ entrepreneurship as an asset to be acknowledged within crafts schools 

and to encourage the professional development of artisans.  

 

4.3.1.8.   Future Support Networks within an Enabling Ecosystem 

The participants highlighted that the diversity of the textile artisanal landscape is a crucial 

value to be leveraged and suggested the need to create synergies within this diversity. Building 

an enabling ecosystem at ‘glocal’ level could help finding fair and resilient ways to overcome 

the ‘artisanship for survival’, which does not allow room for creativity or innovation. The 

participants recommended using ethnographic methods as a possible way to empathise with 

local contexts.  

 

“Many toolkits and method manuals try to enable communication between designers and 

communities, but perhaps we should consider one that facilitates a transdisciplinary dialogue 

(where all parties clearly see the value of interaction). These platforms could be events, 

networks (digital or physical) or shared spaces” (P2). 

 

The participants also suggested empowering the artisans at the bottom of the pyramid by 

enhancing their sense of identity, awareness, self-confidence, professionalism and pride, and 

facilitating collaborations between multidisciplinary stakeholders to sustain social innovations. 

The Craft and Design Institute in South Africa was mentioned as an example of a not-for-

profit organisation providing creative and business support to artisans and designers at 

various level.  The Legacy Collection was also mentioned as an example of building 

collaborations between fashion design students from London and New York and artisans in 

the developing world.  

 

4.3.2.   Challenges and Opportunities for Transitioning towards a Sustainable 

Future 

The analysis of these elements gave way to the identification of challenges and opportunities 

for transitioning textile artisan communities towards a sustainable future (Figure 4.4).  

Among the challenges discussed by the experts, the lack of knowledge in management and 

skills training emerged, leading to a progressive loss of heritage artisanship. It also emerged 

that production is challenged by difficult access to sustainable raw materials and technology, 

while overproduction and overconsumption were mentioned as factors to worsen the 

current situation. Since artisanship involves slow production times, the experts highlighted 

that products prices are often too high to ensure artisans can face overseas market 
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competition. This also poses the need for exploring alternative business models, policies and 

support systems, to avoid the risk that artisans join informal economies. If environmental 

certifications were deemed as an opportunity to target mindful consumers, the excessive 

cost and information required for gaining eco-labels were mentioned as challenges for small 

manufacturers, who also lack of awareness of international consumer tastes. Whereas 

collaboration between designers and artisans was mentioned as an opportunity to innovate, 

the experts challenged the designer ‘parachuting’ into projects aimed at developing ‘ethical’ 

collections, since they actually do not contribute to empowering the artisans in the long-

term.    

 

“In most design projects, a long-term commitment to communities is missing; collaborating 

with artisans for developing a seasonal collection is harmful, because it creates expectations 

that are not sustained in the long-term” (P1). 

 

To overcome these challenges, the experts argued for the designer to play a responsible role, 

raising consumers’ awareness, nurturing collaborations with artisans, as well as activating 

systemic innovations. Textiles were envisaged to evolve into long-lasting products, made by 

combining traditional artisanal know-how and digital technology, and embodying quality, skills, 

beauty and a ‘glocal’ aesthetic. The participants recommended an opportunity for re-locating 

manufacturing and opening up sustainable business models, such as social enterprises 

embracing circular economy principles, e.g. waste minimisation, repair, remanufacturing, 

upcycling, tracking the supply chain and providing transparent information. The experts 

outlined an opportunity for artisanal businesses to use storytelling in order to encourage 

sustainable consumption, through using social media and providing compelling customer 

experiences.  

 

“Storytelling can encourage people to value their clothes, value ‘being’ rather than ‘having’, 

convey the story of the maker, as well as make sense and connections” (P5). 
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Figure 4.4. Challenges and opportunities for textile artisan communities to achieve a sustainable future. 

4.3.3.   Manifesto for a Sustainable Future 

The core principles underpinning the experts’ contributions were reframed by the researcher 

into statements constituting a manifesto, conceived as a tool to inspire the designer before 

engaging textile artisan communities in a transition towards a sustainable future (Figure 4.5). 

The experts challenged the traditional perception of sustainability as a mere concern of 

reducing environmental impacts, and related it to intrinsic values, as an opportunity for 

flourishing, reconnecting people to their communities and local material culture. Artisanship 

was valued as a slow reaction to the fast fashion, an opportunity to combine traditional know-

how with digital technologies and make intangible heritage tangible. The manifesto suggests 

equipping the designer with a systemic mindset to contribute to a circular economy closing 

the loop of resources and to activate an enabling ecosystem empowering artisans to 

collaborate and innovate. Moreover, the designer was summoned to play diverse roles (e.g. 

storytelling, sensemaking, connecting, activating) throughout the process of transitioning 

communities towards a sustainable future. 

“The designer has the responsibility to build new narratives, make sense and connections, 

and activate change” (P5). 
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Figure 4.5. Manifesto for a sustainable future for textile artisan communities. 

Finally, the data displays produced by the researcher (Figures 4.4 and 4.5) also worked as an 

effective tool to share via email the findings with the participants at the end of the study and 

gain feedback. In response, the participants judged the proposed list of challenges and 

opportunities as comprehensive. They also suggested that the outlined manifesto – beyond 

equipping the researcher with a sensible set of principles to inspire the participatory case 

studies – could be also co-created with diverse artisans as a tool to bind them together as 

value-driven communities.  

 

4.4.   Conclusions 

Considering the qualitative type of this research and the small sample sought, the Scoping 

Study benefited from a relatively high response rate of participants who were highly 

knowledgeable, and representatively contributed with different backgrounds and 

international experiences.  

The study confirmed artisanship to be a timely issue in the era of the makers’ movement, 

attracting the interest of the media, the academic and professional worlds, and re-attracting 

future generations of artisans around hands-on learning, overcoming some of the limitations 

of the virtualisation dominant in current lifestyles. The participants showed enthusiasm about 

the original contribution of this study and valued the service design approach of this research 

project.  
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The study contributed to developing a theoretical proposition for eight elements of a 

sustainable future for textile artisan communities. The experts suggested that textile 

artisanship opens up opportunities for sustainable business models (i.e. circular economy) for 

flexible and redistributed manufacturing. Slow artisanship was recommended as a way to 

disrupt the fast fashion and its negative impacts on the environment, restoring quality and 

meanings (beyond styles) and encouraging sustainable consumption based on real needs. The 

participants suggested that the role of the service designer, aided by using digital media, lies 

in conveying tangible and intangible values and bridging the gap to consumers. Building an 

enabling ecosystem was recommended as a way to foster transdisciplinary collaborations 

between designers and artisans and foster local creative economies for tourist markets, re-

connected to global consumers and overcoming the ‘artisanship for survival’ (i.e. pursued not 

for personal fulfilment or cultural meaning, but merely for economic obligation towards an 

unfair system).  

The study also helped in scoping the subsequent participatory case studies. In fact, the experts 

presented a plethora of examples from their own experiences working with communities 

and enriched the theoretical proposition with a series of challenges and opportunities for 

textile artisans to achieve a sustainable future. There weren’t contrasting opinions on the 

future trends, and it emerged that, depending on the context, some elements of a sustainable 

future could become the driving motive for artisans to join together as a community. In 

conclusion, this study helped the researcher to understand possible future opportunities, 

before he pursued participatory case studies with the aim of engaging artisan communities in 

a process of making sense of such futures in relation to the artisans’ realities.  

4.4.1.   Limitations of the Study and Next Steps 

The major challenge within this study was the difficulty in achieving an overarching consensus 

on future trends, challenges and opportunities, since they are too context-specific and each 

example that could be drawn upon by the participants is unique in terms of environment, 

economy, society and culture. In response to this critique, it was necessary to clarify that this 

research did not intend to replicate specific services across contexts, but rather to conduct 

subsequent participatory case studies in different contexts in order to craft situated services. 

It would then draw theoretical generalisations on the contribution of service design to 

transition communities towards a sustainable future.  

In light of these findings, the academics participating in the Scoping Study recommended the 

researcher to engage with a wider range of stakeholders within the subsequent participatory 

case studies. The participants suggested that the manifesto, beyond inspiring the researcher 



Chapter 4 

 

99 

in this reconnaissance phase, instead of being a fixed tool, could be co-designed with each 

artisans’ community in order to aid them in sharing values and self-assess whether they were 

transitioning towards the future they envisaged. Moreover, the need for tailoring research 

methods to specific contexts was identified; therefore, a phenomenological and participatory 

approach needed to be adopted for the field research. In hand with these findings, the 

conceptual framework outlined in Figure 2.8 needed to be further developed into a 

methodological framework for crafting situated services with communities. Finally, the 

theoretical proposition for a sustainable future resulting from this study was carried forward 

into participatory case studies undertaken with relevant textile artisan communities, with the 

aim of making sense of such theoretical visions for the future within the artisans’ realities, as 

reported in chapters 5 and 6.  
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5.  Nottingham Case Study ‘Making Sense of 
Sustainable Futures’ 

This chapter presents the first Case Study, aimed at addressing research objective 3, ‘to 

develop a framework for co-designing situated services for sustainable futures’.  

 

The main research question addressed in this chapter was: ‘in what ways can the designer 

co-create situated services with textile artisan communities that encourage their 

transition towards sustainable futures?’ 

 

This chapter presents the scope of the study, including its aim and objectives, followed by 

the process of data collection and analysis, and the main results leading to the development 

of a service design framework for social innovation and sustainability. Conclusions are drawn 

from the findings generating a theoretical contribution to knowledge, and the limitations of 

the study are discussed in order to inform the next step of this research.  

 

5.1.   Introduction 

The Scoping Study (chapter 4) contributed to the development of a theoretical proposition 

for eight elements of a sustainable future tailored to textile artisan communities. These were: 

redistributed manufacturing, flexible production, circular economy, alternative economies, 

slow consumption, advanced artisanship, designer-entrepreneur, and enabling ecosystems.  

The Scoping Study highlighted the need for the researcher to engage with local stakeholders 

in order to bridge from the top-down theoretical visions for the future to the bottom-up 

practices of artisans. Therefore, a Participatory Case Study was undertaken, informed by the 

conceptual framework developed from the literature review (section 2.4.1) with the goal of 

evaluating this framework in a real-world context.  
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The choice to focus this study on Nottingham lace was due to the presence of a strong 

heritage textile know-how, which has played a key role within the socioeconomic history of 

the region since the 1760s (Mason, 2010). Nottingham was deemed an exemplary case to 

investigate as it was considered to be the heart of lace design and manufacturing in the world 

for three centuries, and the legacy of this commercial textile tradition can still be seen within 

its built environment, especially in the Lace Market area of the city, inspiring contemporary 

creative practices (Briggs-Goode & Dean, 2013). On the other hand, the sector has been 

seriously endangered by overseas competition, causing the closure of most of the factories 

and the disappearance of heritage know-how among current generations (Fisher et al., 2016). 

The lacemaking businesses still active in the territory live in an isolated and precarious 

condition; however, an opportunity was recognised for making the artisans join together as 

a collaborative cluster as a way to revitalise the lace heritage. The underlying rationale for 

this study was that enabling a collaborative community of lace artisans could contribute to 

Nottingham’s sustainable development. Furthermore, physical proximity facilitated 

engagement between the researcher and the study participants.  

5.1.1.   Aim and Objectives 

The aim of this study was to develop an initial framework for bridging from theoretical visions 

for the future to situated services (embedded in the artisans’ practices).  

The following objectives were set in order to achieve this aim: 

1) To conduct storytelling in order to elicit tacit knowledge and interweave past and

present fragments into new narratives.

2) To use sensemaking methods aimed at activating artisans to envision sustainable

futures, meaningful to them.

3) To facilitate a co-creation workshop with the purpose of co-designing a situated

service proposition in this context.

4) To self-reflect on the roles for the service designer to embed in his practice in order

to bridge from theoretical visions for the future to situated services, and identify the

challenges and opportunities associated with fulfilling these roles.

5.2.   Methods 

The study was conducted in five stages, each addressing a specific objective and generating 

results, as summarised in Table 5.1. Besides the two pilots aimed at testing the procedure 
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and tools, the following sub-sections explain in detail the methods and tools used in the three 

main stages of this study.  

Table 5.1. Stages of Nottingham Case Study. 

Stages Objectives Results 

1) Pilot 1 To test the storytelling and 
sensemaking methods 

Refined procedure for storytelling and 
sensemaking 

2) 
Storytelling 

To elicit tacit knowledge and 
interweave local, past and 
present fragments into new 
narratives 

Shared understanding of current state of the art of 
Nottingham lace artisanship; 
Awareness of holistic sustainability issues; 
Photo-stories reporting the artisans' current 
practices into new narratives 

3) 
Sensemaking 

To activate artisans to 
envision sustainable futures, 
which are meaningful to 
them 

Visions for sustainable futures; 
Future trends reframed in relation to the artisans' 
realities; 
Future ideas to achieve sustainable futures; 

Challenges and opportunities for the artisans’ 
transition towards sustainable futures 

4) Pilot 2 To test the co-creation 
method and tools 

Refined procedure and tools for co-creation 
workshop 

5) Co-
creation 
workshop 

To co-design a situated 
service proposition in this 
context 

Opportunity areas for a service design 
intervention; 
Design direction towards a sustainable future; 

Strategy to achieve a sustainable future; 

Map of stakeholders to support the strategy; 
Service ideas to enable the implementation of the 
strategy; 
Core values to be shared within the artisan 
community 
 

5.2.1.   Participants  

Participants were selected seeking a small sample size, yet gathering in-depth information, in 

line with the qualitative type of this research (Cohen et al. 2013). Adopting mixture of 

purposive and opportunity sampling (taking the participants – whose knowledge was relevant 

to this research – who could be gathered), Table 5.2 summarises the sampling criteria used 

for selecting the artisans participating in the storytelling and sensemaking stages of this study, 

as well as to set the scope of the co-creation workshop. 
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Table 5.2. Sampling criteria used for selecting the artisans participating in the study. 

Sampling Criteria Description 
Artisans Directly engaged in the process of making; not suppliers or technicians 

Professionals Managing artisanal businesses; not hobbyists nor households 

Textile artisans Producers of small batches of fabrics or apparel 

Quality Skilled artisans designing and producing culturally meaningful and utilitarian 
artefacts; not pieces of art nor spontaneous or anonymous creations 

Local supplies of 
resources Preference for local supply of natural or repurposed fibres 

Know-how Production by hand or by directly controlling machinery or digital tools; yet 
human interpretation – and not mere transformation – is key 

Micro and small 
enterprises 

Flexible production of small batches for ‘glocal’ (i.e. both local and global) 
markets; not mass produced for exporting 

Social innovation Openness to strategies for innovation addressing social needs while 
creating social relationships 

Sustainability 
Openness to strategies for sustainable development focused on cultural 
heritage, social engagement, economic flourishing, and environmental 
stewardship 

 

The choice of participants followed upon a scoping activity, involving desk research, visits to 

key artisanal sites and informal discussions with diverse stakeholders aimed at assessing 

whether the artisans really matched the above-mentioned selection criteria. Following this 

sampling strategy, this case study focused on artisanal businesses producing small batches of 

lace fabrics and fashion products, culturally significant for the Nottingham lace heritage. In 

the end, three artisanal businesses participated in the ‘Storytelling with Nottingham Lace 

Artisans’ stage, and eleven stakeholders working around Nottingham lace (i.e. artisans making 

lace or willing to draw inspiration from it, design practitioners, students and educators, 

members of public organisations engaged in heritage, place-making and tourism) participated 

in the workshop ‘Co-designing a Sustainable Future for Nottingham Lace’. Table 5.3 

summarises the participants in this study. 

Table 5.3. Sample panel of Nottingham Case Study. 

Stages Sample Panel 
Pilot 1 Nottingham-based textile/fashion artisanal businesses (2)  

Storytelling & Sensemaking Nottingham lace artisanal businesses (3) 

Pilot 2 PhD researchers (2) 
Co-creation workshop Multidisciplinary stakeholders working around Nottingham lace (11) 

 

5.2.2.   Stage 1: Pilot of Storytelling and Sensemaking 

The storytelling and sensemaking stages of this research were piloted with two local artisanal 

businesses (Figure 5.1). After amending the research plan and methods to improve its 

effectiveness, an email invitation to participate in the study (Appendix 3A) along with a 
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participant information pack (Appendix 3B) was sent to the selected artisans, explaining the 

aim of the research, the schedule of the activities, and the expected outcomes of the study. 

Before conducting the actual interviews, the researcher visited the artisans’ workplaces to 

answer any further questions from the participants. Two artisans out of five invitees declined 

due to the high time commitment required. Taking this feedback into consideration, the plans 

for the study were shortened to accommodate the artisans’ needs.  

 

 

Figure 5.1. Pilot of storytelling (left) and sensemaking (right). 

5.2.3.   Stage 2: Storytelling  

As explained in the Research Methodology chapter (section 3.7.3.2), storytelling was used as 

a data collection method with the purpose of collecting fragments of tacit knowledge and 

weaving them together in a new narrative (Tassinari et al., 2015).  

 

5.2.3.1.   Storytelling: Procedure 

Storytelling was undertaken in the form of contextual interviews conducted with three 

artisanal businesses in a fluid manner, to allow for the data to emerge without overwhelming 

the participants’ work routine. Tools in the artisans’ workspaces were regarded as prompts 

to provoke a more comprehensive discussion, while the researcher’s immersion in the 

context provided a realistic experience of the artisanal businesses. A concept map of the data 

to be collected from the artisans was outlined (Figure 5.2). Building on the four pillars of 

sustainability (Walker, 2011), the data was structured around the following themes: cultural, 

social, environmental and economic sustainability. The map was then translated into interview 

questions, which were developed into a storytelling protocol (Appendix 3C), whilst allowing 

for flexibility. 
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Figure 5.2. Concept map of the data to be collected through storytelling. 

At dates arranged with the participants, three artisans’ workspaces were visited in 

Nottingham (Figure 5.3). Informed consent forms were signed to guarantee that participants’ 

data will be kept confidential and only used for the purpose of this research. The artisans 

gave a guided tour of their workspaces, while explaining their current work and related 

routines. During the sessions, a combination of questions and observations was used in a fluid 

and conversational way, in order to collect the desired insights, paying close attention to all 

the elements of the context. Table 5.4 summarises the tools adopted and adapted with the 

purpose of meeting the objectives of this study.   

Figure 5.3. Contextual interviews at: Cluny Lace Co Ltd (left), G.H. Hurt & Son Ltd (centre), JC Middlebrook 
(right). 
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Table 5.4. Tools used for storytelling.  

Purpose Tools Adapted from 

To map out the current state of the art of 
Nottingham lace artisanship; 

Concept map of 
data to collect 

Mazzarella, 2013; 
Bianchini et al. 2015; 
Sleigh et al., 2015; 

To elicit the artisans' tacit knowledge in 
relation to their work routine; 

Contextual 
interview questions Stickdorn & Schneider, 2011 

To build compelling narratives of the 
artisans' current practices. Photo-stories N.A. 

 

5.2.3.2.   Storytelling: Data Analysis 

The contextual interviews were documented via audio, photos and videos (when permitted 

by the study participants), producing richly engaging materials to present back to the artisans 

and other stakeholders. An example of an interview audio transcript is provided in Appendix 

3D. Following the method drawn from Miles and Huberman (1994) and outlined in section 

3.8, transcriptions of the audio recordings constituted the basis for an analysis of the artisans’ 

holistic perspectives on sustainability related to their current businesses. Thematic analysis 

was conducted manually through an iterative process of assigning meaningful codes to 

sections of transcriptions until consistent themes were identified. The themes of culture, 

society, environment and economy were drawn from the quadruple bottom line of 

sustainability (Walker, 2011) and led to the creation of sub-themes, informed by the literature 

review (Bianchini et al., 2015) and the authors’ previous research (Mazzarella, 2013). This a 

priori coding system (Table 5.5) was then used as a template for the analysis of the data 

collected from the artisans. The themes were also used to structure the narrative of three 

storytelling photo-books (hereafter called photo-stories), designed one for each of the 

artisans (page spreads of the three photo-stories are provided in Appendix 3E). Not following 

a chronological order but thematically structuring the narrative following the codes used for 

the analysis, a diary-like writing style was chosen to report the artisans’ stories in personal 

terms, often using the precise words of the research participants in order to make the 

artisans feel fully understood and empowered to express their own voice and position within 

the community. After each meeting, the researcher shared some insights via email with the 

artisans as an additional means to keep them engaged in the study (an example of 

correspondence with one of the artisans is provided in Appendix 3F).  
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Table 5.5. A priori coding system used for the thematic analysis of the data collected through storytelling. 

Theme Sub-theme Description 

Culture 
Identity (Ide) Artisan’s profile, motivation, value proposition 

Tradition (Tra) Background, history, development 
Place (Pla) Cultural values, local identity and aesthetic 

Society 
People (Peo) Role, scale, approach to collaboration 

Skills (Ski) Expertise, training, innovation 

Environment 

Materials (Mat) Supplies of fibres/yarns/fabrics 

Tools (Too) Suppliers, equipment, workspace 

Making (Mak) Production phases and volumes 

Sustainability (Sus) Life cycle, end-of-life, financial sustainability 

Economy 

Textile Design (Tex) Product types, product identity 

Retail (Ret) Cost, price, retailers, packaging 

Communication (Com) Target customers, communication channels 

5.2.4.   Stage 3: Sensemaking 

Sensemaking methods were used with the purpose of eliciting the artisans’ visions for the 

future and creating a shared understanding to then inform the co-design of situated services. 

5.2.4.1.   Sensemaking: Procedure 

A second meeting with each of the three artisans in their workspaces was conducted with 

the purpose of making sense of ‘what a sustainable future may look like for their businesses’ 

(Figure 5.4).  

Figure 5.4. Sensemaking sessions with Henry and Gillian Hurt (left) and Jayne Childs (right). 

Specific trends (i.e. redistributed manufacturing, flexible production, circular economy, 

alternative economies, slow consumption, advanced artisanship, design entrepreneurship, 

enabling ecosystem), related to the theoretical proposition for sustainable futures developed 

in the Scoping Study (chapter 4) were used to inform the generation of a concept map of the 
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data to be collected through the sensemaking sessions (Figure 5.5). The concept map (Novak 

& Canas, 2006; Kolko, 2007) was conceived as a graphic tool for organising and representing 

knowledge around the concept of ‘sustainable futures’; this informed the creation of 

interview questions which were then structured according to the schedule in Appendix 3G, 

used to guide the sensemaking sessions with the artisans. 

 

Figure 5.5. Concept map of the data collected through the sensemaking sessions. 

Sensemaking encompassed three subsequent exercises supported by specifically designed 

templates on which the artisans contributed their ideas using provided markers and Post-it 

notes (Table 5.6). The data collection tools used to aid the sensemaking were based on the 

concept of ‘anorthoscopic vision’ (from Greek an without + orthos right + skopeein to view 

+ ikos relating to), defined by Virilio (2000, p. 38) as a process in which “a figure is not seen all 

at once, but it is successively revealed”. With this in mind, future trends were not exposed in 

their entirety, but in three sequential templates (Figure 5.6), which facilitated the building of 

a comprehensive vision.  

Table 5.6. Tools used for sensemaking. 

Purpose Tools Adapted from 
To envision sustainable futures; Framing   

To trigger the artisans to make sense of future trends; What If… Stickdorn & 
Schneider, 2010 To generate ideas for the future. Ideas generation 

 
At first, the artisans were asked to frame their vision for a sustainable future using a given 

template shown. This was designed as an empowerment tool to give voice to the artisans’ 
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aspirations, triggering them to think creatively about what a sustainable future could be and 

capture their visions, building on their experiences and situated knowledge.  

Then, the researcher verbally made connections between the artisans’ current practices and 

eight future trends that emerged from the Scoping Study (section 4.3) and presented in a 

second template. Using a ‘What if…’ technique (Stickdorn & Schneider 2010), the artisans 

were asked to answer the question ‘What would happen to your business if such trends 

occurred?’ The future trends were embedded into eight questions, such as ‘what would 

happen to your business if manufacturing gets redistributed?’ Hence, ideas were generated 

by the artisans making sense of sustainable futures within their realities.  

At the end, the participants were asked to brainstorm for forty minutes around an ‘ideas 

generation’ tool, and were encouraged to think creatively, then critically, but also realistically 

assess strengths, weaknesses, opportunities and threats related to their ideas. This tool was 

used to help the artisans generate ideas for potential innovations. Futures were suggested by 

keywords displayed in a concept map and used as source of inspiration for the artisans to 

make sense of and reframe them onto the given template.  
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Figure 5.6. Framing’ (top); ‘What If…’ (Centre); ‘Ideas Generation’ Tools. 
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5.2.4.2.   Sensemaking: Data Analysis 

The sensemaking sessions were documented via audio and photos, as well as in the form of 

notes hand-written on the provided templates. The latter complemented the transcripts of 

audio records used for data analysis (a sample of data transcript is provided in Appendix 3H). 

Thematic analysis was conducted following the subsequent phases of data reduction, data 

display, and conclusion drawing, as outlined in the Research Methodology chapter (section 

3.8). Hence, the data was analysed following the coding system reported in Table 5.7 to 

highlight the artisans’ visions, as well as contextual factors that could have hindered or 

enabled some of the concepts to be implemented. Due to the exploratory type of this 

research stage, no a priori themes were used, but themes (i.e. visions, challenges, 

opportunities) emerged from the data itself. This process of analysis was conducted on the 

findings from each of the businesses; then, for the purpose of ‘respondent validation’ (Walker, 

1989), each of them received via email a document presenting their own visions for the future 

as well as a list of barriers and enablers to assess the trustworthiness of the researcher’s 

analysis and reporting on the data (Appendix 3I). Afterwards, insights were compared across 

businesses and data was anonymised paying greater attention to the most recurrent barriers 

and enablers. Finally, since two of the artisans were not able to participate at the co-creation 

workshop, posters were created representing each of the artisans’ visions for the future to 

inform other stakeholders.  

Table 5.7. Coding system used for the analysis of the data collected through sensemaking. 

Theme Description 
Visions Artisans' visions for a sustainable future 

Challenges Factors hindering the artisans’ transition towards a sustainable future 

Opportunities Factors enabling the artisans’ transition towards a sustainable future 

5.2.5.   Pilot of the Co-creation Workshop 

The co-creation workshop was piloted with two PhD researchers (living in Nottingham and 

interested in the local sustainable development) in order to critique the validity of the 

research method and tools (Figure 5.7). While testing the group dynamics and the schedule 

of the workshop, the pilot participants confirmed the introductory presentation to be 

comprehensive, and the tools effective to trigger the conversation and support the ideas 

generation. However, outlining a service blueprint was determined to be a too technical task 

and too difficult to be completed by non-designers, therefore some activities were simplified, 

and the wording of some templates was amended to improve the effectiveness. 
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Figure 5.7. Pilot workshop. 

5.2.6.   Stage 4: Co-creation Workshop 

The analysis of the artisans’ stories and visions for the future informed the next stage of the 

study, namely ‘Co-designing a Sustainable Future for Nottingham Lace’ (Figure 5.8). This was 

conducted as a co-creation workshop (Stickdorn & Schneider, 2010) with the purpose of co-

creating a situated service for the transition of Nottingham lace artisans towards a sustainable 

future. Such a method created an environment where diverse stakeholders, who are not 

usually involved in a design process (Mattelmäki & Slesswijk Visser, 2011), were given voice 

and tools to actively participate in a value co-creation process (Wieland et al., 2012).  
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Figure 5.8. Co-creation workshop held at Cobden Place on 22/02/2016.  

5.2.6.1.   Co-creation Workshop: Procedure 

The co-creation workshop involved a multidisciplinary group of stakeholders working around 

Nottingham lace, matching the sampling strategy outlined in Table 5.3 (section 5.2.1). The 

participants were artisans, students and educators, design consultants and members of 

support organisations. The selected stakeholders were invited via email to take part in the 

workshop (Appendix 3J); a participant information pack (Appendix 3K) was sent, explaining 

the aim and expected outcomes of the session, as well as the schedule of the workshop (as 

outlined in Appendix 3L). After the researcher arranged the necessary supplies for the 

workshop (i.e. markers, Post-its, paper, and recorders), the selected stakeholders were 

invited to Cobden Place, hired as venue for the session. This was identified as a strategic 

place for the community to meet, since the building was a former lace-finishing factory that, 

after falling out of use, had been recently refurbished into a co-working space for local 

creative businesses, in the heart of the Lace Market area in Nottingham.  

During the workshop, the researcher played the role of facilitator, making sure that barriers 

to participation were overcome, so that insights were generated collectively. For this reason, 

an ‘ice-breaker’ exercise was conducted to help the participants get to know each other and 

contribute to the session more comfortably. In line with human-centred design principles 

(IDEO, 2015), a transdisciplinary mix of expertise (i.e. thinkers, makers, does, etc.) was 

sought among the participants to creatively tackle the design challenge. Following IDEO’s 
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(2015) co-creation rules, the researcher encouraged the participants to defer judgement, stay 

focused on the topic, guide one conversation at a time, and produce visual materials to share 

and work on. While listening to the participants, the facilitator made note of quotes and 

observations through concise wording that everyone could understand, and iteratively shared 

what was documented in order to review and enrich the data collected. The process was 

documented on templates large enough (i.e. A2 sized) for everybody to be able to read the 

notes and participate. Diverse tools were used during the co-creation workshop, in order to 

prompt the participants’ contribution and at the same time setting the boundaries for the 

discussion. Table 5.8 summarises the tools adopted and adapted for the purpose of the 

workshop.   

Table 5.8. Tools used for co-creation workshop. 

Purpose Tool Adapted from 

To create a shared understanding of the initial findings; Introductory 
presentation   

To identify key issues and translate them into opportunity 
areas for service design intervention; 

Barriers / 
Enablers   

To reframe the problem into a design direction to follow; Design 
directions IDEO, 2015 

To outline a strategy for achieving a sustainable future; Future 
strategy 

Piscicelli et al., 
2016 

To map out the target stakeholders to support the chosen 
strategy; 

Stakeholders 
map Cicero, 2016 

To brainstorm around potential services needed to enable 
the future strategy; Service Matrix   

To outline the core values to be shared by the community Manifesto   
 

After the researcher introduced the session with a presentation summarising the findings 

from the storytelling and sensemaking sessions (Appendix 3M), the participants were asked 

to engage in a group discussion.  

Firstly, the stakeholders were asked to discuss the artisans’ expectations for the future and 

identify and write down in a given template (Figure 5.9a) key barriers and enablers for 

Nottingham lace artisans to transition towards a sustainable future. The purpose of this 

activity was to identify key issues and then translate them into opportunity areas for a service 

design intervention. For this reason, the participants were prompted with the findings from 

the previous stages (i.e. storytelling and sensemaking) and were asked to share inspiring 

experiences, note them down and sort them using the provided template.  

Based on the enablers identified before and mapped as opportunity areas, the participants 

were asked to brainstorm around different design directions that lace artisans could follow 

to achieve a sustainable future. Adapted from IDEO (2015), a tool (Figure 5.9b) was 
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developed with the purpose of helping the participants frame a design direction that they 

wanted to follow towards achieving the ultimate goal, while brainstorming around possible 

solutions neither too narrow nor too broad. The tool was designed using five questions to 

prompt the participants to generate multiple ideas along the way, taking into consideration: 

the target beneficiaries of the innovation, the sociocultural factors around the problem, 

possible solutions to the problem, and the evidence to support an investment in this 

direction. This tool was used in a fluid way, allowing the participants to freely interact, and 

iteratively contribute until an agreed solution was developed.  

Having identified a design direction, a tool (Figure 5.9c) was readapted from Piscicelli et al.’s 

(2016) ‘Individual-Practice Framework’ (placing the individual at the centre of the 

interrelation between material, meaning and competence of practices) with the purpose of 

outlining a strategy for encouraging Nottingham lace artisans towards a sustainable future. 

The workshop participants were asked to identify ‘why’ to pursue the strategy, ‘who’ could 

have supported it, ‘what’ activities could be proposed, and ‘how’ they could be implemented. 

This tool was used to synthesise all the diverse ideas collected so far and frame a meaningful 

strategy to push the service design forward.  

In order to map the target stakeholders needed to support the chosen strategy, a 

‘stakeholders map’ tool (Figure 5.10a), inspired by the ‘Platform Design Toolkit 2.0’ (Cicero, 

2016), was used. This helped the participants draw a picture of the overall system around 

Nottingham lace artisans, identify needs for new stakeholders, and spot crucial connections, 

the reasons behind such relationships and those that needed to be reinforced. The 

participants were asked to note down all the individuals, organisations, communities, 

companies, institutions, networks and all the actors who could drive, contribute to, or be 

impacted by the identified strategy. This tool prompted the participants also to understand 

the roles that different stakeholders could take, and prioritise among them according to their 

impact level, based on their skills, motivations and benefits. The inner circle was designed to 

identify the partners, that is to say service owners, acting as catalysts to create value for the 

system. The middle circle was used to map peer producers, i.e. entities interested in providing 

value to support the service. In the outer circle the participants were asked to map peer 

consumers, meaning all those who could consume, utilise or access the value created through 

the service.  

At this point, the workshop participants brainstormed around potential services that could 

potentially enable the implementation of the future strategy. A ‘service matrix’ tool (Figure 

5.10b) was specifically designed to plot the participants’ ideas along two separate axes, 

considering multiple dimensions of services. In particular, the service ideas proposed were 
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classified along the x-axis as individual versus collaborative, while the y-axis read offline versus 

online. This distinction was created building on Jégou and Manzini’s (2008) concept of 

collaborative services, defined as solutions in which users are actively and collaboratively 

involved at an operative level in the co-design and co-production of commonly recognised 

value in order to improve access, sustainability and diffusion of individual services. 

Furthermore, this tool was informed by the acknowledgement of the need to orchestrate 

both online and offline touchpoints (i.e. interactions of the user with the service) when 

designing for social innovation. Although this method was used to simplify the ideas 

generation into discrete service typologies, the researcher warned the participants about the 

possibility of ‘hybrid touchpoints’ (Lo, 2014), that is the interweaving of online and real-life 

interactions, co-existing in services and supporting each other in achieving a shared goal.  

Finally, reflection amongst the workshop participants took place with the purpose of 

collectively identifying the core values to be shared within the artisans’ community and 

outlining a manifesto for the sustainable future of Nottingham lace artisans (Figure 5.10c). 

The manifesto was not meant to generate a fixed set of instructions, but rather to identify 

memorable values to anchor the community together and guide further developments of the 

service proposition consistently.   
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Figure 5.9. ‘Barriers/Enablers’ (top); ‘Design Direction’ (centre); ‘Future Strategy’ (bottom) tools. 
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Figure 5.10. ‘Stakeholders Map’ (top); ‘Service Matrix’ (centre); ‘Manifesto’ (Bottom) Tools. 
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5.2.6.2.   Co-creation Workshop: Data Analysis 

Data was captured using Post-it notes, arranged and rearranged as the conversation went 

along; this iterative process was carried on until most participants felt satisfied that they had 

identified opportunities for design. The workshop was also documented via photo and audio; 

the audio recording was transcribed (Appendix 3N) to complement the thematic analysis of 

the data captured on the templates. At the end of the workshop, a feedback questionnaire 

(Appendix 3O) was completed by the participants in order to assess the process undertaken, 

provide recommendations for further enquiry, while keeping the subjects of the enquiry at 

the centre of this participatory research project.  

In line with the exploratory nature of this investigation, a data-driven inductive process was 

adopted, drawing on the researcher’s experience to develop codes (Robson, 2002). Each of 

the templates was used to guide the data analysis, according to the following themes, all of 

which were embedded in the tools used: barriers, enablers, design directions, future strategy, 

stakeholders, service propositions, values (Table 5.9). The method of thematic data analysis 

described in section 3.8 in the Research Methodology chapter was adopted, encompassing 

data reduction, data display, and conclusion drawing (Miles & Huberman, 1994). The messy 

textual data captured on the Post-it notes was rearranged by the researcher within the 

original templates in order to make sense of the information. While designing the data 

displays, the researcher tried to be both specific and descriptive, reporting what had actually 

happened at the workshop so that the participants could find their voices represented and 

therefore felt engaged, in line with the participatory nature of this research. Although these 

data displays were not expected to be the ultimate solutions, they were produced also with 

the aim of building a repository of all the activities in detail, in order to be able to draw upon 

it at any time in the future. This synthesis process helped creating succinct outcomes of the 

most compelling ideas to be shared with the participants in order to build collective 

understanding and gather feedback. For this purpose, the data displays were not intended as 

quantitative data models, but were created, using the graphic design software Adobe 

Illustrator, as workable summaries visualising key insights for the group of participants to take 

action and move things forward. Furthermore, the researcher conducted further thematic 

analysis of the sub-themes that emerged from the results of the study (as discussed 

throughout section 5.3.) in relation to the main stages of the study. Therefore, the researcher 

drew the model in Figure 5.30 (section 5.3.3.16) to summarise the key issues to be considered 

when co-designing situated services for the transition of Nottingham lace artisans towards 

sustainable futures.  
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Finally, through self-reflection within the case study and building on the participants’ feedback, 

the researcher evaluated whether the service design process had met the study aim and 

objectives. Therefore, taking a step further from the contextual results around Nottingham 

lace, knowledge was generalised in relation to the service design discipline, which this 

research intended to contribute to.  

Table 5.9. Coding system used for the data collected at the co-creation workshop. 

Theme Description 
Barriers Contextual factors hindering a transition towards sustainable futures 

Enablers Contextual factors enabling a transition towards sustainable futures 

Design Direction Opportunities for reframing the problem into a meaningful design direction 

Future Strategy Future strategies to encourage a transition towards the chosen direction 

Stakeholders Target stakeholders to support the chosen strategy 

Service Propositions Service ideas to enable the implementation of the future strategy 

Values Values shared by the community to guide further developments of the service 
 

5.3.   Results 

The results of the thematic analysis of the data collected are discussed in the following 

sections, in regard to both Nottingham lace artisanship and the service design process.  

 

5.3.1.   The State of the Art of Nottingham Lace: A Hidden Wealth of Heritage 

to be Revitalised 

The first stage of this study aimed at mapping out the state of the art of Nottingham lace 

artisanship, in order to understand the current business practices from a cultural, social, 

environmental and economic perspective.  

Through the stories of the artisans participating in the study, it was possible to gain an 

understanding of lacemaking, a sector which is here considered artisanal due to the small size 

of the family businesses and the high craftsmanship skills required, although Nottingham lace 

was always machine-made. The study highlighted the historical significance of lacemaking, 

whose tradition grounds its roots in the late fifteenth and early sixteenth centuries. By 1600, 

the golden age of lace was established, when the Huguenots, who were persecuted in France 

and escaped to England, brought with them the tradition of manufacturing high quality lace. 

The East Midlands represented one of the main lacemaking centres in England; its worldwide 

reputation was associated with machine-made lace, made on leaver and warp machines. 

Lacemaking in this form led to the disappearance of the handmade lace industry in England 

by 1900, although in the twentieth century handmade lace was revived as a craft undertaken 

for pleasure. The storytelling study shed light upon the Luddite Revolt caused by 
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overproduction in England in the early-nineteenth century, with gangs of workers breaking 

the looms which they deemed responsible for their unemployment. In this period, looms 

were secretly smuggled from Nottingham to Northern France, which became the European 

centre of the finest Leavers lace as a protected trademark (often called Dentelle de Calais, 

or Calais lace), while the lacemaking industry in Nottingham has progressively disappeared. 

As some artisans (hereafter identified by numbered codes ‘A’) acknowledged, the 

participation of Cluny Lace Ltd in this study was critical; it provided access to the wealth of 

knowledge of the Mason family, and, indirectly, of the company director Mrs Sheila Mason, 

secretary of the British Leavers Lace Manufacturer’s Association, who published a 

comprehensive history of Nottingham lace.  

[Sheila] “wanted to do a light-hearted book about the trade, but then she realised that she 

was interviewing people who were dying, so she decided to collect more information before 

it was lost forever”. (A1). 

By the early-twentieth century, Nottingham was established as the lace capital of the world; 

one third of its population earned its living from the lace trade, two thirds of them being 

women. Working the leavers loom required extreme precision to load thousands of threads 

into the machine and physical strength to operate it, as well as to suffer high noise during the 

manufacturing process. Nowadays, only a handful of firms are still active, facing overseas 

competition, especially from the Far East. Although the Victorian warehouses in the Lace 

Market area of the city are an iconic evidence of this heritage, most former lace factories 

have been serving other purposes (mostly housing) for the last decades. Among the 

challenges faced today in the lacemaking sector, the artisans stressed the issue of commercial 

viability of their products, as well as that of ageing craftspeople, and lack of skills amongst 

youngsters, due to shortage of apprenticeship opportunities and teachers specialised in 

Nottingham lacemaking.  

“The problem is that there aren’t many young people interested in lacemaking. […] Most 

of the skills have been lost […] We don’t have the time to show people what to do. We 

have lost many customers. […] The market has changed; it might come back again but is 

a long-term change. […] It’s too late now: the city and the council are not interested, it’s a 

pity” (A1). 
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Given the small number of artisans currently still producing Nottingham lace, this stage of 

the study engaged three businesses. Details of the thematic analysis of the data about each of 

the three artisans are presented in tables (a sample is provided in Appendix 3P).  

The last producer of traditional Nottingham leavers lace still active locally is the Cluny Lace 

Company Ltd, whose owners, the Mason family, still manage the whole manufacturing 

process. The company also owns an extensive database of patterns and supplies lace fabrics 

to large fashion brands worldwide. Due to the lack of records about the early days of the 

factory before it was established as a company, tracking its history was challenging. The 

contextual interview with Mr Charles Mason (Figure 5.11a) contributed to accessing some of 

the knowledge captured in the old hand draughts, which he showed from the company 

archive, an invaluable resource since hand draughting skills are no longer taught. The small 

size of the company was discussed as one of the success factors to keep the business 

economically self-sustainable, and its network of contacts was highlighted as a resource to 

employ local people, through family connections and long-term work relationships.  

 

“We’ve been independent and self-supporting for so long. […] There are certain things that 

helped, like the factory being not too big; so, the costs of running the whole place are 

relatively cheap and can be kept low if necessary. […] One of the reasons why we are here 

is that the type of lace we do could be done only by the best draughtsman ever” (A1). 

 

Since its beginnings, the Nottingham lace industry has been a complex web of small individual 

businesses specialised in manufacturing different types of lace. The first machine-made lace 

was produced on knitting frame machines, such as the ones that the family business G.H. 

Hurt & Son Ltd still owns and uses to produce heritage lacy knitwear, like shawls and scarves, 

using fine yarns, such as linen, silk, and mohair. The guided tour given by the managing director 

Mr Henry Hurt (Figure 5.11b) allowed capturing lively stories of employees who gained their 

expertise over years of work within a company still committed to providing young interns 

with a holistic work experience. The core values of G.H. Hurt & Son Ltd are good customer 

service and close relationship with loyal buyers of long-lasting products, whose traditional 

quality is due to skilled makers and menders. Although adopting modern machines, the 

company still uses an old finishing system, which contributes to making the products 

exclusive, together with the manufacturers’ creative re-interpretation of archival lace 

patterns into new collections.  
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“We call ours a shawls factory: this is the trade of our production. […] We try and stick to 

our core values, which are service and traditional products. […] We all learn on the job how 

to manufacture. […] We tend to move the interns around, so they get a feel of the whole 

process […]. In the old days, we used to repair everything by hands, but it is takes too long 

[…]. The finishing department is a 200 years old system; we still carry on the same system, 

and we do not want others to copy. […] We have a lot of lace patterns in our archives […] 

and we keep using them on parts of the shawls” (A2). 

 

In the last decade, in parallel to the closure of most lace factories, the local heritage has 

inspired the development of contemporary creative businesses. This is the case, for example, 

of Jayne Childs (Figure 5.11c), who founded JC Middlebrook, an independent business, 

producing digitally embroidered jewellery and accessories inspired by the heritage of 

Nottingham lace and translated into a contemporary aesthetic. Jayne is a self-taught designer 

and maker, who inherited her sewing skills from her mum, and gained work experience in a 

sales manufacturing company, training others to use a design software, which she now uses 

in her own business. Over the years, Jayne has become highly skilled in developing bespoke 

designs, which she produces from start to finish, and repairs eventual faults directly at the 

machine, without generating almost any waste.   

 

“I was surrounded by a kind of the ghost of the Nottingham lace industry. […] I started 

thinking about how to use the skills I have to make lace. So, I now make lace using 

embroidery. […] I want to make contemporary things and not traditional lace […]. I don't 

really have to do anything by hand. […] Because I go from start to finish, and I can see it 

at the machine, I can fix any problems straightaway. […] As far as I am aware, there is 

nobody making lace himself in the way I do, to make what I make” (A3). 

 

 

Figure 5.11. Nottingham lace artisans participating in the storytelling study. 
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The narratives of the artisans participating in the storytelling study allowed interweaving of 

connections with other key protagonists in the current Nottingham lace artisanal sector. For 

instance, the shawls and scarves made by G.H. Hurt & Son Ltd are sold by Debbie Bryan, an 

award winning micro-business in the heart of the Lace Market area of Nottingham, which 

houses a public-facing lace archive, sells a vast collection of contemporary crafts and heritage 

textiles, and hosts collective craft events called ‘crafternoons’. Some of the fabrics produced 

by Cluny Lace Ltd are sold to Kula Tsurdiu, an independent boutique that designs, 

manufactures and sells fine bridal dresses. Not far from Kula Tsurdiu’s atelier, Ashley Watson 

trades Nottingham lace, supplying, among others, Donya Coward, an independent designer 

and maker of textile craft accessories. Lace is also made by hand by the hundreds of members, 

mostly women, of the Nottinghamshire Bobbin Lace Society, which provides local hobbyist 

lacemakers with resources, exhibitions, gatherings, lectures and visits of interest. One of its 

members, Louise West is probably the most recognised patron of bobbin lace, especially 

since she recreated an antique Valenciennes lace and adapted it to be cast in concrete to 

clothe the façade of the Nottingham Contemporary art gallery. The study also shed light on 

the abundant hidden potential of Nottingham lace in terms of cultural heritage (e.g. 

Nottingham Trent University’s Lace Archive), social engagement (e.g. ‘crafternoon’ events at 

Debbie Bryan), and the local creative economy (e.g. business support organisations like The 

Hive, Future Factory, Creative Quarter, and the Creative Twinning programme).  

 

“The Lace Archive at NTU […] is a really good resource, but it is not public facing. […] It 

is seen as a resource for students, and that’s why it was there originally” (A3). 

 

Challenging the lack of local interest, the study highlighted the high making skills of 

Nottingham lace artisans, the technological know-how of the Leavers lace machines, the 

heritage patterns to be preserved and showcased in local museums and archives, as well as 

the creativity of contemporary makers to be engaged in the revitalisation of the lace aesthetic. 

These elements provided opportunities for the transition of Nottingham lace artisans 

towards sustainable futures. 

 

5.3.1.1.   Implications for Design: The Role of the Designer as Story-listener 

and Storyteller 

Through the study, storytelling was shown to be an effective method to both engage with 

the research participants and listen to their stories, but also to communicate the insights 

collected in the field, as an act of both story-listening and storytelling. Firstly, it emerged that 
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the act of listening, (i.e. being actively receptive), had a critical impact on the strategy 

undertaken in order to both build empathy with the artisans so that they felt empowered to 

express their voice, and to shape new and compelling narratives based on the stories learnt 

from them. Therefore, listening was not perceived as a passive act of receiving, but as an 

active property of creativity, based on a meaningful discovery of the research participants and 

their contexts. Secondly, storytelling resulted as an effective method of making meaning 

visible and tangible, to inform the designing of preferable futures. 

For the success of story-listening, it was crucial to make the artisans feel comfortable sharing 

insights about their businesses; therefore, continuous engagement with the artisans ensured 

building of empathy and a trust relationship with them. It was key to break the ice with the 

artisans, by showing professionalism, availability to schedule the meetings at their workspaces, 

providing continuous feedback, sharing the knowledge generated together, and 

acknowledging their contribution.  

Pursuing the storytelling study in the artisans’ factories made it easier for them to participate, 

as they were not taking time out from their own work. The artisans also felt more 

comfortable taking part in an interview in their own environment; furthermore, conducting 

different parts of the interviews in various places around the factories enabled capturing of a 

livelier story about the artisans’ work practices. It also facilitated observing the dynamics 

among company members and gaining insights, for instant, into the respect relationships for 

the director Mr Henry Hurt who, although old in age, is still committed to every aspect of 

the business, which he manages and promotes with pride. The study fostered also a more in-

depth discussion around work routines, since the environmental prompts provided insights 

that would have otherwise been neglected in a traditional interview setting, such as the quality 

and care dedicated towards product repair. This allowed developing of ‘thick descriptions’ 

(Geertz, 1973), that is to say explanations of behaviours within their context, as they become 

meaningful to an outsider. 

 “Because we are in my studio, it is easy for me to participate in your study; so, I can stay, I 

can get on with my work” (A3). 

The artisans’ stories were expanded by the observations of the researcher, capturing tacit 

details that were sometimes more valuable than the interviewee’s explicit answers. It 

emerged that artisans tend not to talk about the habitual challenges and opportunities within 

their work routine, because they are tacit, known through doing, rooted in things they have 

relied on from generation to generation. In fact, in lacemaking, as in any craft process, which 
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connects the mind and the hands, it is almost impossible to communicate verbally, explicitly 

and entirely what happens in the making process. Therefore, through the artisans’ contacts 

with materials, tools and processes, the researcher enabled the emergence of tacit knowledge 

which is embedded in the skills and experiences enacted. Furthermore, regarding the 

documentation process, the participants felt comfortable with the audio recording and photo 

shooting, while they felt less able to control the video making due to intellectual property 

(IP) issues related to some of the latest products and machinery, for which they had some 

reservations in sharing information. 

 

“It is fine for me if you record the audio of this conversation; I will just talk informally. You 

can use the camera within a reason: you may want to take photos just of the handframe 

knitting machines, but perhaps not of some of the modern machinery, because it would tell 

people which one we use, and they might copy; I will tell you what to photograph” (A2).  

 

Finally, the fragments of the artisans’ current practices collected were woven together by the 

storyteller into compelling narratives with the aim of celebrating the wealth of heritage 

lacemaking. The artisans’ stories were captured in a collection of three photo-books 

(hereafter named ‘photo-stories’) designed in a way to make the lacemakers’ tacit knowledge 

visible and tangible. The photo-stories, by means of photos and text, were used to interweave 

the fragments of the artisans’ past and present practices, to convey these to current and 

future generations of artisans and consumers and hopefully avoid forgetting of the local 

material culture. This outcome was meant to foster engagement around Nottingham lace, 

and open up new opportunities to co-design a sustainable future.  

 

“History is hardly heard these days. […] It is reassuring to see that there are people from 

outside still interested in our traditional crafts” (A2).  

 

The photo-books were made available to the artisans (with the purpose of raising self-

awareness), to local stakeholders (in order to enable support initiatives) and to a wider 

audience through online publications accessible on Issuu.com via the following links: 

https://goo.gl/Z25Xpn – https://goo.gl/aCH6v0 – https://goo.gl/LMZQLI (Figure 5.12). For 

further details, it is recommended to look up the page spreads of the photo-books presented 

in Appendix 3F.  
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Figure 5.12. Photo-stories on Nottingham lace artisans. 

5.3.2.   Nottingham Lace Artisans’ Meaning of Sustainable Futures 

Building on the discovery stage around the current state of the art of Nottingham lace 

artisanship, the researcher encouraged the artisans to express their visions for a sustainable 

future using a given template, filled by each of the artisans individually during the sensemaking 

sessions (Figure 5.13).  

 

 

Figure 5.13. Visions for the future framed by the artisans at the sensemaking sessions. 

Initially, the artisans considered the concept of sustainability from a mere ecological 

perspective and revealed an overall resistance to the uptake of environmental sustainability 

since they seemed driven more by economic constraints. However, the researcher triggered 

them to consider the systemic interconnections between environmental and economic 

resources, as well as social and cultural values, and this activated in them a more holistic 

thinking. In fact, through the sensemaking activity, the artisans acknowledged the importance 

of sustainable practices as something to be embedded into their businesses, as a way to stay 
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small and local, and keep control over the quality of their production. From this perspective, 

the adjective ‘sustainable’ related to ‘futures’ was interpreted by the artisans as something 

‘possible’ to be achieved, and ‘meaningful’ in relation to their own realities. In response to 

the artisans’ concerns, the researcher identified an opportunity to start focusing on financially 

viability and then tap also into the resilient interrelations with social, cultural and 

environmental issues. 

 

“[Environmental] sustainability is important to me, but it feels like the issue which makes 

the least money; it is like a ‘nice dressing’. For me, sustainability is something that you have 

to build in the DNA of your business, without actually having to think about it; it is an 

unconscious decision, part of your make-up. The world ‘sustainable’ needs to be something 

that I can stay in control of, something that I can deliver by myself” (A3). 

 

5.3.2.1.   Visions for Socio-Technical Innovation: Skills, Aesthetic, Flourishing 

The concept of ‘sustainable future’ was unpacked into its social, cultural and economic facets. 

In line with the interpretivist ontology and constructivist epistemology of this research (as 

per section 3.3 in the Research Methodology chapter), each of the three artisans participating 

in the study acknowledged a different vision for the future, subjectively constructed and 

enriched through the subsequent sensemaking activities. Figure 5.14 summarises the results 

of the thematic analysis of the data collected through the initial activity of framing the artisans’ 

visions for a sustainable future, in relation to the themes of social, cultural and economic 

sustainability, highlighting the need for innovating Nottingham lace on different routes, namely 

people and skills, product, and processes. 

 

 

Figure 5.14. Results of thematic analysis of Nottingham lace artisans’ visions for the future. 

The artisans’ stories evidenced the need for both a social and a technical innovation. In fact, 

on one hand, the issue of passing lacemaking skills to future generations to perpetuate the 

businesses emerged; on the other, innovating the businesses and keeping products up-to-

date resulted in it being critical to maintain the relevance of lace. In particular, an artisan 
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recommended that the sustainability of Nottingham lace lies in developing a social fabric of 

people skilled to teach and learn how to handle and update the heritage lace machinery.  

From a cultural standpoint, another artisan envisaged to develop lace businesses for modern 

times through contemporary aesthetics, while keeping the tradition and quality.  Building 

economic sustainability within independent artisanal businesses was advocated by another 

artisan as a way to make the local economy flourish. The artisans’ visions for the future 

captured in the provided templates were then displayed by the researcher into posters 

(Figure 5.15) used to inform the participants at the co-creation workshop. 

Figure 5.15. Posters framing the artisans’ visions for the future. 

Having framed their own visions for a sustainable future, the artisans were prompted to map 

out how their businesses would have evolved if certain future trends (informed by the 

Scoping Study presented in chapter 4) occurred. In collaboration with the design researcher, 

the artisans made sense of such trends by situating them within their local context, and 

discussing the issues hindering or enabling their transition towards sustainable futures. Such 

issues were reframed into the following themes: making skills, production processes, supply 

chain, marketing strategies, consumers’ behaviours, product types, design and enterprise, and 

enabling ecosystems. Tables 5.10 and 5.11 summarise the results of the thematic analysis of 

the key barriers and enablers for transitioning towards sustainable futures; these tables were 

drawn from the data collected through the sensemaking sessions conducted with each of the 

three artisans individually (Appendix 3J), which were then gathered together as a collective 

summary of the most recurrent issues and prioritised according to their frequency. Further 

analysis of the findings was conducted to bring out key patterns, that is to say consistently 

recurrent issues that contributed to the building of a compelling argument. These themes 

were used in the ideation phase of the subsequent co-creation workshop triggering further 

discussion to enrich their meaning.  
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5.3.2.2.   Challenges to Achieve Sustainable Futures 

Table 5.10 summarises the data collected from the artisans in relation to the barriers for 

their transition towards sustainable futures; in the following paragraph the challenges that 

arose as a result are discussed.  
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Table 5.10. Barriers for Nottingham lace artisans to achieve a sustainable future. 

Trend Theme Participants' Input Freq. 

Redistributed 
Manufacturing 

Making 
Skills 

Lack of interest among young people in working in artisanal 
factories [3] 

8 

Difficulty in recruiting new staff due to lack of skilled 
workers [2] 
Shortage of skilled technicians to maintain/update the 
machines 

Ageing workers due to retirement 

Lack of time to train other people 

Alternative 
Economies 

Marketing 
Strategies 

Fast fashion competition [2] 

7 

Lack of time and skills to invest on marketing 

Decreasing sales in some markets 

Tension between direct sales and mediated by retailers 

Changing trends for retailing 

Difficulty in pricing bespoke products	  

Designer- 
Entrepreneur 

Design & 
Enterprise 

Lack of locally available collaborators [2] 

7 

Competition due to low barriers to enter the market 
Difficulty in understanding collaborators (i.e. designers, 
retailers, consumers)	  

Fear to delegate design responsibility to others 

Physical distance from customers’ events 
Need to improve digital communication 

Flexible 
Production 

Production 
Processes 

Slow, manual and onerous control on production [2] 

6 

Difficulty in understanding the whole lacemaking process 

Lack of innovation of lace machinery 
Limited product storage space 
Distraction in co-working spaces and lack of interest in 
sharing equipment 

Slow 
Consumption 

Consumers' 
Behaviour 

Lack of consumers’ understanding of the making process 

6 

Shortage of consumer's interest in environmental 
sustainability  
Shortage of information about end users 

Rapidly changing fashion trends 

Decreased sales due to long-lasting products 

Product returns due to lack of care in product washing 

Advanced 
Artisanship 

Product  
Type 

Difficulty in marketing advanced products (hybrid digital and 
handmade, or upcycled) [2] 

4 
Long time required for making bespoke products  

Risk of copies 

Circular 
Economy 

Supply 
Chain 

Shortage of knowledge and local availability of sustainable 
materials [3] 3 

Enabling 
Ecosystem 

Enabling 
Ecosystem 

Decrease of top-down support due to reliance on informal 
systems 

3 Effort and time involved in networking	  

Lack of trust in support organisations 
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The artisans’ visions for the future informed reflection on the issues hindering or enabling 

some of the ideas to be implemented. One of the key barriers for the artisans to achieve a 

sustainable future was identified as the lack of skilled and young workers; this was recognised 

to be a challenging issue since lacemaking requires high human control, in terms of time and 

effort to develop unique products. From an environmental viewpoint, the artisans discussed 

the lack of information and local availability of natural raw materials as one of their challenges, 

as well as the perceived difficulty for upcycled products to meet local consumers’ tastes. 

From an economic perspective, the artisans claimed a shortage of knowledge about their 

products’ end users. In addition, overseas competition and lack of skills and time to spend on 

marketing were highlighted as critical factors hindering reaching out to consumers. Even 

when attempting to modernise their product offering, the artisans discussed the difficulty to 

convey the value of hybrid products (e.g. reinterpreting the local lace tradition in modern 

ways) to customers. The low local demand for artisanal products was recognised to be due 

to the lack of consumer understanding and appreciation of the stories behind the artefacts. 

Although cross collaborations with other businesses were discussed as an opportunity for 

experimenting with innovations, this approach was considered challenging in terms of time 

commitment and mutual understanding among artisans. If the top-down support from 

organisations was recognised to be decreasing and leading to a growing reliance on peer-to-

peer support, the efforts and time to invest in networking were also seen as a barrier 

preventing artisanal businesses from flourishing.  

 

5.3.2.3.   Opportunities for a Transition Towards Sustainable Futures 

The following paragraph explains the opportunities to achieve a sustainable future, which 

resulted from the analysis of the data collected from the artisans; the findings are displayed 

in Table 5.11.  
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Table 5.11. Enablers for Nottingham lace artisans to achieve a sustainable future. 

Trends Theme Participants' Input Freq. 

Alternative 
Economies 

Marketing 
Strategies 

Digital communication (social media) to reach a wider (and 
younger) public [2] 

15 

Improved online sales [2] 
(Online) user feedback upon purchasing of new designs (e.g. 
Kickstarter) [2] 
Wider network of retailers, collaborations with diverse local 
brands [2] 
Shifting from craft to high-end fashion markets [2] 
Open heritage studio days to showcase know-how 
(equipment and archive) [2] 
Improved marketing, photography, graphic design 
Opening up foreign markets 
Online outlets (e.g. selling pre-consumer waste) 

Slow 
Consumption 

Consumers' 
Behaviour 

Storytelling around the people and the whole process 
behind the artefacts [2] 

10 

Increased customer's interest in the quality of handmade 
products [2] 
Increased consumer’s interest in sustainable products [2] 
Product care information to keep products for longer [2] 
Close relationships with end users and retailers  
Targeting products as gifts for foreigners 

Circular 
Economy 

Supply 
Chain 

Closed loop of resources (e.g. through mending or 
upcycling) [2] 

7 
Transparency and traceability throughout short supply 
chains [2] 
Accessible information of alternative local and sustainable 
raw materials [2] 
Waste minimisation (e.g. sale of pre-consumer waste for 
recycling or reuse) 

Advanced 
Artisanship 

Product 
Type 

Developing contemporary styles, while keeping the 
traditional quality [2] 

7 
Creative reuse of old patterns [2] 
High quality and complex products more difficult to be 
copied [2] 
New products developed in collaboration with other 
artisans (e.g. jewellery makers, street artists) 

Flexible 
Production 

Production 
Processes 

Flexible production (larger or smaller batches of diversified 
products) [2] 

6 

Technological investments on production (e.g. digital 
jacquard cards)  
Strategies for continuous improvement 

Technical specialisation to overcome abroad competition 
Effective management of diverse product lines (ready-to-
wear and bespoke) 

Enabling 
Ecosystem 

Enabling 
Ecosystem 

Increasing support organisations (for marketing and access 
of information) [3] 

5 Peer-to-peer network of artisans (sharing information and 
resources) 
Collective trade shows 



Chapter 5 

 

135 

 

The artisans envisioned the transfer of making skills to future generations and the sharing of 

knowledge and resources among local businesses as enablers for a sustainable future of 

Nottingham lace (in relation to the trend of ‘redistributed manufacturing’). A possible way 

towards a circular economy was recognised also in keeping artisanal production at small scale 

to minimise the waste, managing traceability and transparency throughout the supply chain, 

and closing the loop of resources, by adopting sustainable practices, such as waste collection, 

mending, and upcycling. It was highlighted that consumers are becoming more and more keen 

on purchasing artisanal products made out of natural raw materials, consequently leading the 

artisans to take additional care for product quality and to search for sustainable alternatives 

(in line with the trend of ‘slow consumption’). To reach out to their customers, the artisans 

envisioned storytelling as one of the ways to communicate the stories behind their products, 

build closer consumer relationship and gather feedback. Product innovation was judged 

necessary to keep the quality of heritage manufacturing yet developing an innovative aesthetic 

resonant to contemporary and future consumers. The artisans argued for fostering 

technological advancements, as well as openness to understand the customer and to nurture 

cross collaborations with other makers. If the need for improving communication with the 

aid of digital and social media was recognised as a way forward, also a shift of focus from the 

artisanal market to a high-end fashion market – even through collective trade shows – was 

envisioned as an approach to reach out to customers more effectively. Beyond product 

innovation, the artisans recognised also an opportunity for their manufacturing enterprises 

to offer post-sale services (e.g. alterations and customisations). Finally, the opportunity of 

having more active and supportive organisations was discussed, as well as building a stronger 

peer-to-peer support to collectively shape an ecosystem enabling a sustainable future for 

Nottingham lace.  

 

Trends Theme Participants' Input Freq. 

Designer-
Entrepreneur 

Design & 
Enterprise 

Keeping the business small and local (avoiding reliance on 
large retailers) [2] 

5 
Company archives to preserve the heritage 
Customer services after purchase (i.e. customisation, 
alteration, etc.) 
Closer communication with designers  

Redistributed 
Manufacturing 

Making 
Skills 

Skills transfer (also to students on work experience) [3] 
4 

Return of old workers to the factory  
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5.3.2.4.   Implications for Design: The Role of the Designer as Sensemaker 

Within the remit of sustainable futures, the design researcher encouraged the artisans to 

think critically about future trends and reflect on how their businesses could respond to such 

challenges (Figure 5.16). The sensemaking activity triggered the generation of various ideas 

that were meaningful to the artisans, as they related to current needs and at the same time 

to the artisans’ aspirations for the future. Looking back and moving forward overlapped at 

some points, as the artisans related their visions for the future to their previous experience. 

Moreover, it emerged that the artisans are often engaged with thinking about the future, and 

therefore it was easier for them to tap into this activity; the method aided the artisans in 

structuring their ideas in a way to guide their consideration of business innovations. Such a 

process, while leading to co-creation of meaning with the artisans, also encouraged them to 

think more innovatively about their practice, as a way to achieve a sustainable future.  

 

 "My main take-away was to be more creative and open in my practice, to avoid stagnation. 

[…] I can see how this can make my business more sustainable. I can see how this describes 

a model to move things forward. Even one of these futures could give my business a boost” 

(A3). 

 

 

Figure 5.16. Sample of ‘sustainable futures’ concept mapped at one sensemaking session. 

While engaging the artisans with the uncertainty of the future, issues of building empathy – a 

connection between the researcher and the participants – also emerged. This implied creating 
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a comfortable atmosphere for them to open up and share their fears, dreams and aspirations. 

Such an issue was crucial to lead to a reliable process of ideas generation that built upon their 

tacit as well as previously expressed knowledge. Although the researcher had also considered 

the option of conducting the activity as collective sensemaking with the three artisans 

together, in the end organising the session separately with each of the artisans was beneficial 

in enabling them to speak more openly, avoiding the risk that the artisans would feel 

vulnerable and worried about making a good impression on other businesses.  

 

“Because you ask me, and I do not know you, I can speak more freely. Also, because it is 

only you and me, I have no boundaries. In fact, when you talk about your hopes and fears, 

you feel more vulnerable. For instance, I would say different things in front of others, to make 

a good impression” (A3). 

  

The ideas generation tool seemed to spark a positive attitude in the artisans to take action 

in the present towards a sustainable future, as indicated by the numerous concepts mapped 

out through the sensemaking process (as per the sample of data collection with one artisan 

in Figure 5.17). Building on the preliminary immersion in the artisans’ realities through 

storytelling, the researcher was able to explain future trends and make them become 

meaningful to the artisans, while enabling them to turn their challenges into opportunities. 

At first, the artisans were quite unfamiliar with some of the terminology used, but the 

researcher made connections between the future trends presented in the template and the 

current practices elicited in the storytelling stage, as a way to inform the emergence of ideas 

for sustainable futures, which were co-created as an act of collective creativity between the 

artisan and the researcher.  

 

“Have you heard about the circular economy?” (Researcher). 

“Yes, but I am not sure if my definition is correct. […] Sometimes, when you are in academic 

environments, tools work fine. I hate mind maps, but because here the information is broken 

down, and we used the tools together, they worked very well. Academic jargon (e.g. service 

design, or circular economy) does not tell me anything, as I work more visually. I enjoyed it, 

and I got to talk about myself” (Artisan). 

 

Overall, such a sensemaking activity contributed to making high-level concepts appear less 

complex, and it initiated an act of playing with the edge of the artisans’ realities to envision 

different ones and reframe them into workable practices. 
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“It is interesting to know that I am doing these things sometimes. It is good to make me 

think about sustainability, digital fabrication, and so on. This helped me gathering my ideas 

together, and it is beautiful just to see it. Please, send me a photo of it, as this is a working 

tool for myself” (A3). 
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Figure 5.17. Sample of ideas generated during one sensemaking session. 
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5.3.3.   A Situated Service Co-designed for the Sustainable Future of 

Nottingham Lace Artisans 

The findings from the discovery phase undertaken through the storytelling and sensemaking 

sessions with the artisans informed the co-design of a sustainable future strategy for 

Nottingham lace. Using the tools presented in the Methods section 5.2.6.1, data was collected 

(Figure 5.18) following a process encompassing subsequent phases of defining, understanding, 

envisioning, framing, contextualising, designing, and reflecting. In line with the participatory 

approach of this design research, the thematic analysis of data focused on the collective 

knowledge generated at the co-creation workshop rather than on the frequency of individual 

views of participants. Using the coding system outlined in section 5.2.6.2, the contributions 

from the participants informed the researcher’s reflection on key issues to be taken into 

consideration while co-designing situated services. The following paragraphs explain in detail 

the findings drawn from the process of collective discussion and co-design of a situated 

service proposition for Nottingham lace artisans, as well as the implications for service design.  
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Figure 5.18. Raw data collected on co-creation tools (from top-left to bottom-right): barriers and enablers; 
design directions; future strategy; stakeholders map for research strategy and economic development; service 
ideas; manifesto. 
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5.3.3.1.   Shared Understanding of the Main Drivers for a Meaningful Design 

Intervention 

In order to activate a meaningful intervention, it was important that all the participants 

expressed their visions and created a shared understanding of the main motivations to engage 

the stakeholders around Nottingham lace and collaborate towards achieving a sustainable 

future. Based on the analysis of the transcript regarding the initial collective discussion among 

the workshop participants around the theme of the ‘scope’ of the design intervention, sub-

themes (i.e. making, awareness, and place) related to different participants’ agendas emerged 

as drivers for a meaningful social innovation (Figure 5.19). 

“We should outline a shared vision that everybody can galvanise around; this would 

overcome the resistance to collaborate” (Support Organisation).  

Figure 5.19. Display of themes emerged from collective discussion around drivers for engagement in the co-
design process. 

For one of the artisans already making textiles inspired by the history of Nottingham lace, it 

was important “to get other people’s perspectives on how Nottingham lace is viewed, and also to 

collect their input on how lacemaking businesses can become more sustainable” (Artisan). The 

workshop also brought together contemporary makers who expressed their willingness to 

share their experiences with the community and collectively discuss the issues they face in 

their businesses. While one educator participating in the workshop shared her experience in 

researching archival material to inform teaching design at lace machines, one student shared 

her motivation to identify opportunities for “drawing inspiration from the local material culture 

and convey it in craft products” (Student). Another participant expressed her interest in raising 

awareness of local history and “creating a legacy in the future generations” (Educator). 

Moreover, a curator of the local museum brought to the table her interest in “commissioning 

lace-related work to contemporary makers” to widen the heritage collection with the aim of 
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consolidating the tourists’ recognition of Nottingham lace as a cultural icon of the city 

(Support Organisation). Another workshop participant also stated the need for developing 

and coordinating the economic regeneration of the Lace Market area and enable micro-

businesses to build on the local textile heritage to develop a stronger sense of place.  

“It is important to establish Nottingham lacemaking as a viable opportunity for micro-

businesses interested in the heritage. I wish in building a sense of place around lace and 

textiles in the Creative Quarter” (Support Organisation).  

5.3.3.2.   The Artisans’ Resistance to Innovate 

The barriers and enablers for the sustainable future identified by Nottingham lace artisans 

were collectively revised and enriched thanks to the different perspectives of multidisciplinary 

stakeholders and translated into opportunity areas in order to inform the co-design of a 

situated service. From the analysis of the barriers and enablers, the following clusters 

emerged: marketing, product, skills, system, business, and process. The data was clustered 

and prioritised according to strength level. Figure 5.20 summarises the results of the thematic 

analysis of the data collected at the co-creation workshop, in relation to the barriers to 

achieving a sustainable future, as explained in further detail in the following paragraphs.  

Figure 5.20. Display of sub-themes emerging from the thematic analysis of data regarding the barriers for 
Nottingham lace-Inspired artisans to achieve a sustainable future. 
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In addition to the barriers identified through the previous stages of this study, the workshop 

participants stressed that the future of Nottingham lace is endangered by the lack of 

economic sustainability associated with heritage businesses. This was due to the small local 

demand for their products, whose prices are unaffordable for local customers, and because 

of the fact that artisanal value and cultural heritage are not widely appreciated; instead, 

international customers were potentially considered as the main buyers. Another major 

challenge identified by the workshop participants was the artisans’ resistance towards 

developing contemporary designs and the lack of understanding of the contribution of design 

at a more systems level, beyond mere product innovations. In fact, the artisans’ initial 

perception of design was strictly related to the aesthetic of products; from this viewpoint, 

the development of new lace patterns was not deemed effective to tackle the wicked 

problems of the sector (in terms of skills, production, supply chain, market, consumption, 

design, and support systems) in a sustainable way. Therefore, the artisans showed an initial 

resistance to collaborate with the designer considering design as contributing to new lace 

patterns, whereas throughout the process they gained a better understanding of the strategic 

and systemic potential of service design for social innovation. 

“In my opinion, design will have nothing to do with whether there is a long-term future to 

Nottingham lace manufacturing or not” (Artisan). 

The difficulty in understanding the complexity of the heritage lacemaking process – from 

hand-draughting to translating the designs into digital jacquard cards – was recognised as a 

key barrier to developing new fabric patterns. Consequently, besides transferring lacemaking 

skills to future generations, also the lack of training for technicians to maintain and update 

the machinery was discussed as one of the challenges for the future of Nottingham lace 

artisanal businesses. From the perspective of the workshop participants, the artisans’ 

resistance to innovate was partly due to the artisans’ excessive self-confidence, as well as fear 

of acknowledging their weaknesses and learning from past failures to develop sustainable 

innovations.  

“If we do not have lace that reflects contemporary society, then it becomes less and less 

relevant. They could reach young customers by creating contemporary relevant products. 

[…] There is a contradiction when they say, ‘we do not need more staff’, but then they claim 

the ‘need for people who are skilled to handle our machinery’. There is an issue related to 
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skills and training, and another related to investment to buy new machines, digitalise the 

business and bring products up-to-date” (Support Organisation). 

It also appeared that the artisans tend to carry on their business as usual, without much 

flexibility to attempt other approaches. For instance, some artisans seemed to be reliant on 

traditional markets (either a luxury niche or large high-end brands), becoming dependent on 

their demand and therefore putting themselves in a vulnerable position given the ever-

changing fashion trends. The workshop participants discussed the need for an intermediary 

person using a disruptive approach to leverage the uncertainty of the future as a unifying 

force fostering the artisans to take a collective action for change.  

“There needs to be someone bringing all the artisans together. Something disruptive is 

needed, like going to their factories and talking about their history being desolated, instead 

of valuing what they are currently doing” (Support Organisation). 

5.3.3.3.   Opportunities for Collaboration Among Artisans 

Figure 5.21 shows the sub-themes resulting from the thematic analysis of the data in relation 

to the enablers to achieve a sustainable future. 

Figure 5.21. Display of sub-themes emerging from the thematic analysis of data regarding the enablers for 
Nottingham lace-inspired artisans to achieve a sustainable future. 
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To overcome the above-mentioned barriers, the workshop participants envisaged to build a 

network of small, local, open and connected businesses, opening up alternative economic 

channels based on resilient collaborations. Clustering the artisans together around sharing 

their skills and training others to use the lace machines was envisaged as an opportunity to 

achieve a sustainable future. Such a peer-to-peer initiative was recommended to be 

supported by top-down investment for researching into the lacemaking process and 

developing novel designs, for instance produced through digital jacquard cards. This was seen 

as an opportunity to revitalise the heritage process by building a contemporary aesthetic 

(through new patterns, colours and technologies) to reach out to consumers through online 

and offline retail. Moreover, encouraging the use of digital marketing and social media, 

grounded on a well-articulated communication of the contextual stories of the artisans, of 

the making processes and the artefacts, was suggested as a way to raise consumers’ 

awareness of the value of lace artisanship.  

5.3.3.4.   The Wider Scope of Nottingham Lace-Inspired Artisans 

Building on the opportunity areas mapped before, the workshop participants were prompted 

to identify a design direction, in terms of framing the scope of an intervention, sharing their 

visions for the future, and prioritising them in order to develop a coherent narrative around 

which to engage local stakeholders. Within the a priori theme of ‘design directions’, the 

following sub-themes emerged from the analysis of the data: issues to address, entities 

affected by the issues, contextual factors shaping the issues, and evidence supporting an 

investment in tackling the issues. Taking into consideration these findings, consensus was 

achieved around a meaningful design direction, which was framed into an open question to 

inform the development of a strategy to achieve a sustainable future for Nottingham lace, as 

displayed in Figure 5.22. 
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Figure 5.22. Data display drawn by the researcher to represent the design direction framed by the workshop 
participants. 

Moving beyond the specific challenges faced by the three lace artisans participating in the 

storytelling stage, the co-creation workshop also aimed at identifying opportunity areas 

across businesses. For this reason, the participants broadened the scope of this intervention 

to ‘Nottingham lace-inspired artisans’, including local micro businesses and SMEs whose 

manufacturing practice could have been informed by lace to develop new products, tapping 

also into other sectors. As an example, the participants mentioned the case of the 

Nottingham-based company Swisstulle, whose bobbinet tulle has been used for medical, 

military and other industrial purposes.  

 

“One of the sustainable futures could be to create new products inspired by lace” (Artisan). 

 

At this point, the participants brainstormed around various design directions that Nottingham 

lace-inspired artisans could have followed to achieve a sustainable future. Building on the 

challenges discussed before, the possible directions that emerged took into account several 

issues; for instance, the failure of large scale manufacturers, unsustainable finances of 

Nottingham lace artisans, as well as the difficulty to draw inspiration from the heritage and 

yet develop a contemporary aesthetic. 
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5.3.3.5.   The Priority of Making Lace-Inspired Artisans Economically 

Sustainable in Nottingham 

The workshop participants thought that only articulating a service proposition around 

economic sustainability would have been an effective way to engage the artisans and 

consequently motivate them towards social change. However, it was suggested that possibly 

the younger generations of business managers may be more flexible and willing to embrace 

innovations in the future. With this in mind, the problem was reframed as ‘how might lace-

inspired artisans be economically sustainable in Nottingham?’ Achieving economic 

sustainability was recognised as the primary objective for Nottingham lace artisans, in order 

to keep their businesses alive, and consequently preserve the cultural heritage without 

compromising future generations’ livelihoods.  

“Financially sustainability is accurate, as it includes also issues about workforce, culture, etc. 

Financial sustainability is key, because if a business is not sustainable, even if we preserve 

the cultural heritage, then it won’t have a future” (Artisan).  

5.3.3.6.   An Authentic Narrative of Nottingham as Innovation City 

The workshop participants identified that the most meaningful scope for a design intervention 

would have been around building a wider artisans’ community, understanding their stories 

and using lace as a motivator to weave their experiences together into a connected campaign, 

making the community more sustainable. Building on this idea, it was highlighted that there 

was a need to educate consumers and future generations about the authentic story of 

Nottingham lace which, although being machine-made, requires high artisanal skills to make 

quality products.  

“We need to understand the artisans’ narratives and convey an authentic story” (Support 

Organisation).  

With this in mind, the participants stressed the need for local organisations to articulate an 

authentic story of Nottingham lace and raise the awareness of both consumers and makers 

around the value of Nottingham as an ‘innovation city’. Moreover, the artisans were 

summoned to create a contemporary language to overcome both the consumer’s lack of 

awareness of the story of Nottingham lace – leading to an overall loss of the local cultural 

heritage – and its misperception as an anachronistic issue.  
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“We need to demystify the wrong perception of lace and build a contemporary and unusual 

language around lace” (Support Organisation). 

“The story for me is not the history, a bit doily, of the past. The past is part of the story, but 

you need also something else to say. […] For instance, conveying the message of Nottingham 

as Innovation City is key” (Artisan). 

5.3.3.7.   The Contribution of Community Engagement Towards Place-

making 

Revitalising the lace heritage, both locally and globally, was recognised to have a positive 

impact on nurturing a sense of place, for instance through raising the profile of creative 

industries and individual retailers around the Lace Market area. This was also envisaged to 

contribute to engaging local people and retaining them in Nottingham, overcoming the issue 

of most students leaving the city after graduation due to the lack of job opportunities.  

 “By involving more local people and articulating an innovation story, it would be possible to 

build a sense of place” (Design Consultant). 

“Most of NTU students come to Nottingham and then they leave to work somewhere else. 

There is the need to involve more local people and invest in creating opportunities for 

retaining them in Nottingham” (Educator). 

5.3.3.8.   Two Strategies to Achieve Sustainable Futures: Research-Education 

and Economic Development 

To achieve the overarching goal identified before, the workshop participants were asked to 

outline a strategy for the future, considering both the bottom-up needs of the artisans and 

the top-down support of other local stakeholders. Figure 5.23 was drawn by the researcher 

as a display of the data derived from the template filled at the workshop and the audio 

transcription, in order to facilitate recognition of patterns underlying the envisioned 

strategies. The motivations driving the participants towards pursuing a future strategy were 

prioritised according to their strength level. The actors identified as potential stakeholders 

were reordered from top-down to bottom-up. The actions, which were recommended to 

be implemented, were categorised into interventions at a macro and micro level. Finally, a 

plan was outlined taking into consideration long-term and short-term impacts.  
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Figure 5.23. Data display drawn by the researcher to represent the future strategies outlined at the co-creation 
workshop. 



Chapter 5 

 

151 

Building on the design directions discussed before (i.e. preservation of cultural heritage, 

technological advancements to modernise lace designs, marketing targeted to contemporary 

consumers, storytelling, governmental as well as peer-to-peer support), the participants 

brainstormed around various ways to encourage lace-inspired artisans towards a sustainable 

future. Out of all the ideas collected, the participants were asked to prioritise them according 

to the most relevant to the identified direction and communicate them succinctly. The 

participants were encouraged to identify the top strategies standing out, which were refined 

into the two following ones: 

 

-‐‑   The first strategy aimed at setting a top-down shared research agenda to inform 

future education and nurture, from the young age, skills, heritage and knowledge 

while building civic pride in citizens of a city conceived as a learning site. 

-‐‑   Another strategy regarded boosting bottom-up economic development of 

Nottingham-lace inspired artisanal businesses. 

 

5.3.3.9.   A Middle-Up-Down Approach to Innovation 

It was advocated that implementing the two strategies mentioned above would have required 

both top-down support (i.e. from the City Council, place-making organisations, museums, 

cultural institutions, membership organisations and university educators) and bottom-up 

initiatives (i.e. activated by citizens, emerging designers, artisans and students as the future 

generation of makers).  

 

“We could start from existing support activities and work with micro businesses in the 

market plan, pulling people together more effectively” (Support Organisation). 

“Membership organisations run by committees do not go very far, because every member 

has to make his own living, and the membership becomes the last priority; instead, if you 

have an organisation with someone paid to coordinate the activities, it is more likely to 

implement sustainable innovations” (Artisan). 

 

The view of the participants was to build a ‘middle-up-down’ strategy through the synergy of 

bottom-up activities and top-down support. In general, the participants gained the awareness 

that starting from a bottom-up strategy driven by a peer network of lace artisans would have 

been the most sustainable approach, because it was less dependent on external funding and 

therefore more resilient, since it could have provided continuous outcomes filling gaps in-

between funded programmes. However, after starting from existing activities and identifying 
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a lace-inspired artisans’ community to drive the co-design process, it was recommended to 

build shared responsibility and develop collaborative activities supported by a wider network. 

Triangulation of thoughts and mindfulness of time and scale were highlighted as key issues to 

take into account while implementing innovations.  

 “We could coordinate activities, having a collaborative mindset, grounded on relationships 

around a specific vision” (Artisan). 

“An approach could be triggering artisans’ partnerships (like the Creative Twinning 

programme), based on the ‘power of three’, entailing triangulated opinions and consensus 

upon negotiation, as well as shared responsibilities” (Design Consultant). 

“After defining the strategy, we should identify the scale of such partnerships (at least three 

people, but not too many) and create a network” (Artisan). 

5.3.3.10.    Stakeholders’ Networks Supporting Top-Down and Bottom-Up 

Strategies 

The data displays in Figures 5.24 and 5.25 were drawn by the researcher to visualise the 

stakeholders supporting the two proposed strategies (i.e. top-down strategy for research 

and education, and bottom-up strategy for local economic development). Following the 

rationale explained in the Methods section 5.2.6.1, the stakeholders were prioritised 

according to impact level, from core partners to peer-producers and co-consumers of the 

service strategies. 
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Figure 5.24. Stakeholders mapped to support the research and education strategy. 

Building on the idea to nurture collaboration between the artisans and other stakeholders in 

order to innovate (section 5.3.3.3), the workshop participants were encouraged to gain a 

collective understanding of the diverse contributions which could have been brought by local 

people working around Nottingham lace.  

For the first strategy (i.e. to set a shared research agenda to inform future education), the 

participants adopted a top-down approach. In fact, it was recommended that policy makers 

and institutional actors (i.e. Nottingham City Museums and Galleries, Higher Education 

Institutions and Universities, involving researchers and students focused on lace) would have 

been at the core, driving a research agenda. Various stakeholders were then identified as 

possible service providers, such as the Nottingham Civic Society, academic publishers for 

archaeology and history in Nottinghamshire, Nottingham City of Literature, cultural partners 

(e.g. Lakeside, New Arts Exchange), arts organisations (i.e. Royal Society of Arts), 

apprenticeship programmes (e.g. New Craft Academy) and private museums (e.g. Framework 

Knitters Museum in Ruddington). Finally, it was envisaged that this strategy would have 

benefited place-making organisations (i.e. Creative Quarter), tourism agencies (e.g. 
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Experience Nottinghamshire), students, graduates and interns focusing on Nottingham lace, 

bobbin lace guilds, event organisers (e.g. the exhibition ‘Lace Here Now’), makerspaces, 

digital support agencies (e.g. Broadway, Near Now), (social) media partners and storytellers 

as well as film-makers. The participants envisioned that reaching out to consumers would 

have a knock-on economic impact on lace artisanal business and, in the long term, this would 

foster also cultural support for philanthropic reasons, beyond mere economic purposes. 

Also for the second strategy (i.e. to boost local economic development), a plethora of 

stakeholders was identified, from artisans to other creative businesses, educators at various 

levels, policy makers, private organisations, online and offline networks, as per the data display 

in Figure 5.25. 

Figure 5.25. Stakeholders mapped to support the economic development strategy. 

At the core of the economic development strategy, it was recommended to consider the 

Nottingham lace-inspired artisans, driving together a bottom-up strategy. Then, at a primary 

layer of service providers, the following target stakeholders were mapped: Nottingham City 

Council, the creative and digital industries consortium, business support organisations (e.g. 

Growth Hub, Antenna, The Hive, Future Factory) and co-working spaces (e.g. The Oldknows 



Chapter 5 

 

155 

Factory, Backlit, Cobden Place). These stakeholders were advocated to collaborate towards 

the shared aim to provide lace-inspired artisans with promotion as well as business and 

marketing support. At the border between service providers and consumers, the participants 

identified the local university with its programmes aimed at building and enhancing digital 

skills and transfer knowledge through transdisciplinary projects (e.g. the Mixed Reality Lab 

and the Advanced Manufacturing Lab at the University of Nottingham). In this regard, it is 

important to highlight that the university is not conceived only as a learning site, but plays a 

wider role in society, contributing to the activation of projects. Finally, it was envisaged that 

this strategy would have facilitated reaching out to consumers, creating a positive impact on 

tourism, education (through schools and museums), retail (through online platforms such as 

Etsy) and a national network of support organisations (for instance, involving the Arts Council 

England, the Royal Society of the Arts, the UK Trade and Investments). 

 

“The system is gonna support the Nottingham lace-inspired artisans to be more sustainable. 

But really what we need then is to have the lace-inspired artisans at the centre, because the 

service is all focused on them. So, at the core there are artisans making and selling stuff, 

otherwise the service is meaningless” (Support Organisation). 

 

5.3.3.11.   Shift of Focus from Short- to Long-term Impacts 

From the collective discussion, it emerged that many activities were already taking place 

locally, but since most of them were too recent, it was still too early to assess the impact of 

such innovations. Economic benefits would have required a longer timeframe to be perceived 

by the artisans, yet in the short-term it was recommended to build a strategic coordination 

of efforts and “communicate the initiatives more coherently than it is currently done in the public 

domain” (Support Organisation). 

 

“If all these things exist already, why aren’t they working?” (Artisan). 

“The reason is that it is still too early to assess the impact of such new programmes. […] It 

takes time to have all these outcomes communicated and have an impact on the promotion 

of the artisans’ work” (Support Organisation). 

 

5.3.3.12.   A Situated Service Proposition: Co-Designer in Residence 

The group gathered all together around the shared vision of setting a research strategy to 

overcome the issues of the heritage lace artisanal businesses, support their economic 

sustainability, and inform education of future artisans and consumers. Having in mind the 
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potential stakeholders identified before, the participants proposed different services to 

support the future strategy. Following the rationale explained in the Methods section 5.2.6.1, 

a matrix (Figure 5.26) was used as a tool to facilitate brainstorming around different 

typologies of services, classified into ‘individual’ versus ‘collaborative’ (on the ‘x’ axis) and 

‘online’ versus ‘offline’ (on the ‘y’ axis). 
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Figure 5.26. Results of data analysis displayed by the researcher on a service matrix. 

In the individual and digital quadrant, the participants proposed grants to digitalise the 

artisanal businesses. As an online and collaborative service, the workshop participants 

suggested to set up a shared research group across universities (both locally and 
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internationally), supported by a digital network of academic and professional partners, leading 

an agenda of sub-research to be conducted and involving a public dissemination plan, also 

beyond academia. Another digital collaborative service was identified in a joined-up marketing 

platform, communicating the Nottingham lace artisans’ community as a brand; this would 

have been a quite simple, yet novel, service concept for Nottingham, which could have been 

built on locally available assets (i.e. a newly formed place marketing organisation). As 

collaborative and offline services, the participants suggested networking and community 

events (such as a ‘Lace Hack’ with lace looms set up in a public space for citizens, including 

kids, to experiment innovative solutions around lacemaking), skills transfer programmes, and 

a platform to build collaborations between lace artisans and designers. In the last quadrant – 

offline and individual – it was proposed to have funding opportunities, mentorship, making 

facilities, as well as an active business support service (as a help line to provide artisans with 

a network of contacts tailored to their needs and enabling specific solutions).  

After discussing diverse ideas, they were combined into a solution that was thought to be 

the most meaningful to address the needs and wants of the local community. Consensus was 

gained around the proposition of a ‘Co-designer in Residence’ service. This was outlined as 

a bespoke and on-going engagement with heritage artisans, with the aim of exploring their 

needs and revealing opportunities to innovate their businesses in the future. This concept 

consisted of a service for the artisanal businesses adopting, on a temporary basis, a design 

researcher to analyse together with them the whole making process, from lace draughts to 

jacquard cards to finished products. This was meant as in situ co-production of knowledge, 

discretely tailored to the artisans’ needs, without overwhelming the lacemakers, yet 

optimising their work.  

“All this has to be very delicate and involve different people; it needs to be self-sustainable, 

fitting to the artisans’ pace” (Support Organisation). 

5.3.3.13.   Service Life Cycle: Incubation, Sustainment, Scaling  

The service proposition of a ‘Co-designer in Residence’ was meant to serve both a pedagogic 

and an economic purpose, tying the two original strategies together (i.e. shared research 

agenda, and local economic development support). This was envisaged to fill a gap in the 

enabling ecosystem that could have supported the lace artisans, overcoming traditional 

barriers to collaborate. Moreover, in order to overcome the artisans’ resistance to innovate, 

it was thought to approach them through a trustable intermediary, showing the expected 

benefits and framing the intervention in an open way to accommodate the artisans’ input and 
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co-design the service features together. The participants discussed also the idea to apply for 

an Arts and Humanities Research Council (AHRC) bid to support the research project, 

without burdening the finances of the artisanal businesses, and aiming for a long-term impact. 

Such a service proposition was thought to be targeted firstly to heritage lace artisanal 

businesses, as they were identified to be the businesses most in need for innovation; a service 

design intervention focussed primarily on them was recognised to be the most meaningful 

and impactful to preserve the stewards of the local cultural heritage. Afterwards, the service 

concept was meant to be targeted also to other businesses, including emerging lace-inspired 

artisans.   

 

“It is good to start with the heritage businesses to prevent them to close down due to the 

lack of skills, instead of working with emerging designers. We should construct the ‘co-

designer in residence’ entirely upon what the businesses need” (Support Organisation). 

 

5.3.3.14.   Values Shared to Encourage Community Resilience 

Finally, the participants co-designed a manifesto for the sustainable future of Nottingham lace-

inspired artisans, outlining the core values that they should share in order to become a 

sustainable community. It was envisaged that such values could be used by the community to 

self-assess the sustainability of the service innovation over time. Figure 5.27 was developed 

by the researcher as a display of the outcomes of the process of thematic analysis, as 

discussed in the following paragraph.  

 

Figure 5.27. Manifesto of values inspiring the sustainable future of Nottingham lace. 
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The participants highlighted the importance of building trust in the relationships between the 

artisans and within the community. This was envisioned to be leading to co-creation, by 

shaping collaborative relationships, being empathetic towards each other’s needs and wants, 

and negotiating mutual solutions. The participants highlighted the need for embodying quality 

over the whole lacemaking supply chain, from raw materials to finished products, meeting 

certain assessment criteria. With the aim of enhancing provenance, it was envisioned to set 

up farms and grow fibres to provide the artisans with supplies of resources in order to 

manufacture lace artefacts locally, to be awarded with a certification of controlled origin. A 

key value shared amongst the participants was also sustainability, both in terms of longevity 

of the community and of the strategy in order to allow lace artisanal businesses to flourish. 

Moreover, modernity was advocated with the intention to respect the past and wisely shape 

the future. This linked to the concept of awareness, to educate citizens about Nottingham 

lace and rescue the artisanal heritage. Finally, the community argued for a sense of pride, 

meant as celebration of the stories of the thousands of people who used to work in the lace 

industry. This was envisaged to re-create public engagement around Nottingham lace and 

disrupt the current disappointment and disillusion widespread among local citizens resistant 

to collaborate towards achieving a sustainable future, as expressed at the workshop.  

 “It is probably about finding a lot of closed doors, and you start pushing those, until they 

give up being independent and looking for help” (Artisan).  

The following steps could include further engagement with the artisans for co-designing the 

service whose features could be delivered by some of the stakeholders mapped out before 

as potential service partners and producers. Moving beyond a fixed service blueprint, the 

participants highlighted the need for embracing the artisans’ realities in the further 

development of the service, to be designed in a flexible way in order to evolve and 

accommodate their needs and aspirations over time.  

"The findings of this workshop need to be well-articulated. Maybe a reduced version (with 

our key thoughts, e.g. how much we value them, need them, and willing to help them in the 

future) can go back directly to them; you can ask if they are interested in engaging in a 

future research strategy, instead of involving them into public events. The next step would 

be that artisans are the major stakeholders in the city and create partnerships and different 

levels of ownership (from manufacturers to customers) over the lacemaking process" 

(Support Organisation). 
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5.3.3.15.   The Designer’s Legacy with the Local Community  

In order to keep a rapport with the participants at the end of the study, they were 

acknowledged as valuable contributors to the project; the participants also showed their 

willingness to be kept updated and involved in the future development of this research. The 

participants expressed their gratitude for the designer, who provided a source for critical 

inspiration for envisioning sustainable futures. As a result, for instance, one of the artisans 

designed a new product after the workshop and one fashion design student used 16 meters 

of lace for his final project to celebrate the local heritage.  

 

“In the past, I was victim of being involved in too many things. This study is one thing I was 

surely glad to participate in. I must thank you for involving me. Incidentally, I went home and 

designed a new motif, so I think it was a creative inspiration too!” (Artisan).  

 

The researcher curated a short promotional video to accompany the documentation of the 

workshop – https://www.youtube.com/watch?v=MK-fPSfE-OU – whose findings were shared 

among different people in order to build a legacy with local stakeholders and receive further 

advice and feedback for the future development of the study. Figure 5.28 shows some 

screenshots of the video edited by agency BeSeenPhotography. 

 

 

Figure 5.28. Key frames of the video documenting the co-creation workshop. 
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In order to keep the momentum generated by this design activism study going, the researcher 

engaged in several follow-up activities aimed at activating a legacy within the local community. 

The researcher, together with artist Gavin Rogers brought lace artefacts as ‘Objects in 

Dialogue’ to a participatory performance during the ‘In Dialogue’ symposium held in 

Nottingham on 2nd December 2016 (Figure 5.29a). In this occasion, the local community was 

engaged to sense the artefacts and reflect on the values that such objects signify for 

contemporary consumers, with the aim of inspiring meaningful product development in the 

future. This community engagement event allowed experimenting with a participatory 

process putting textile artefacts at the centre of dialogical practice situated in people’s past 

and present experiences in order to speculate about the future. Moreover, during his 

presentation and participation at the ‘Missing Persons’ symposium, the researcher 

investigated the opportunity to create synergies with the lace research group at Nottingham 

Trent University (NTU) and pilot the ‘Co-designer in Residence’ service with local Textiles 

and Fashion Design students (Figure 5.29b). The researcher is also investigating with NTU’s 

lecturer and researcher Angharad McLaren ways to build on this study and activate a practice-

based project aimed at innovating Nottingham lace artisanship, in line with the ‘Lace Hack’ 

idea developed at the co-creation workshop (McLaren, 2017). For instance, there is an 

opportunity to submit a project proposal for ‘WEAR Sustain’, with the aim of using traditional 

Nottingham Leavers lace looms in combination with advanced e-textile technology in order 

to activate a community of practice and enable wider understanding of lace construction and 

disruption. Upon invitation by designer and lecturer Ina Budde, the researcher also facilitated 

a workshop with students from the MA Sustainability in Fashion at ESMOD Berlin in order 

to test how others could draw on the generated knowledge and develop the service 

proposition further into an action plan for the future (Figure 5.29c). In the Berlin workshop 

a multidisciplinary group of students brainstormed around the service proposition of a ‘Co-

designer in Residence’ and outlined sustainable future scenarios. Through this workshop, in 

order to tackle the challenge of economic sustainability of the heritage artisans, alternative 

business models based on non-monetary benefits were envisioned to be implemented in 

collaboration with the younger generation of makers, with the potential to innovate the 

lacemaking process through the use of electronic wearables and biodegradable technologies. 

Finally, opportunities for collaboration with Dr Amanda Briggs-Goode (Head of Department 

for Fashion, Textiles and Knitwear Design at NTU) and Deborah Dean (Visual Arts 

Collections and Exhibitions Manager at Nottingham Castle) were envisaged in the 

redevelopment of the lace collection at the Nottingham Castle and a second edition of the 

‘Lace Here Now’ exhibition.  
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To conclude, it is important to clarify that the above-mentioned initiatives were recognised 

as promising evidences of the legacy activated by the service designer within the local 

community, seeds of social innovation whose implementation and assessment would require 

a timeframe wider than that of this doctoral project.  

 

Figure 5.29a, b, and c. (a) Participatory performance (‘Objects as Dialogue’, Nottingham, 2nd December 2016); 
(b) Talk with NTU’s Lace Research Group (‘Missing Persons’ symposium, Nottingham, 17th January 2017); (c) 
Workshop (MA Sustainability in Fashion at ESMOD Berlin, 12th December 2016). 

5.3.3.16.   Implications for Design: The Role of the Designer as Activist 

Through the co-creation workshop, the designer facilitated discussion among 

multidisciplinary stakeholders to co-design a situated service, grounded on the needs and 

aspirations of the artisans. The participants advocated the role of the designer to be that of 

an intermediary, able to zoom out from specific challenges faced by individuals and elicit 

opportunity areas across artisans. The designer enabled sharing the main motivations driving 

participants in the co-design process in order to identify a meaningful scope for a service 

intervention. The designer encouraged a shift of mindset from fear of the uncertain future 

towards being generative and activating change. The participants reframed their insights as 

‘how might we’ questions to turn challenges into design opportunities. The stakeholders 

elaborated a question that was possible to be answered in various ways, without suggesting 

a certain solution, but suitably encouraging innovative thinking. Reframing a design direction 

helped the stakeholders to brainstorm around a future strategy yet discarding ideas that 

weren’t strictly meaningful to achieve the overarching goal identified. This process helped the 
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stakeholders as a team to strategize, but also to unpack some themes further, isolate key 

ideas, and unravel design opportunities. From this perspective, it was possible to create a 

shared vision for the future and articulate a compelling strategy for local stakeholders to tap 

into and contribute to building a sense of place. Mapping out target stakeholders allowed the 

participants to gain a collective understanding of the expertise, motivations and benefits of 

diverse people who could support the identified strategy. Stakeholders were prioritised 

according to their impact level, from core partners (i.e. the drivers of the implementation of 

the strategy), to peer producers (providing resources, facilities and services), and peer 

consumers (using the service offerings). This method enabled zooming out to the overall 

support system and shed light on a plethora of stakeholders with the potential to build 

strategic relationships. Furthermore, this process challenged the participants to shift their 

focus from short-term priorities to a long-term agenda, so that they could be mindful of the 

long timeframe required for perceiving the impact of current projects. The participants also 

found this method useful to visually coordinate the messy system of stakeholders and 

communicate their initiatives in a coherent way. Building on the outlined network of 

stakeholders, the designer encouraged the participants to brainstorm around diverse service 

propositions to be implemented in the future yet situated in the reality of the artisans’ 

practices. For this reason, it was stressed the importance to identify a trustable intermediary, 

leveraging the service proposition for the benefit of the artisans and framing the intervention 

in an open way to allow the artisans’ contribution to the co-design of the service features, 

and being mindful of the potential for scaling the innovation. A service blueprint was not 

outlined at the co-creation workshop, following the advice of the pilot participants, who 

thought the tool was not suitable to be used by non-designers. Moreover, given the time 

constraints, it was not possible to design the details of the service; on the other hand, leaving 

the process open-ended was deemed a suitable approach to a study aimed at ‘activating’ and 

not service delivery. Instead, a manifesto was used as a method both to anchor the artisans 

together as a community and to outline the core values against which to assess the 

development of the service. In this regard, concluding the workshop with a manifesto of 

values was in line with an anthropological approach used to embed the artisans’ aspirations 

into a service innovation here conceived as a socio-material configuration, beyond the neat 

design of fixed blueprints. 

At the end of the workshop and through the feedback questionnaire, the participants 

expressed that, although it was a packed and long session, they enjoyed it. The workshop 

was found interesting and useful to disrupt the current disengagement and awaken 

enthusiasm around the hidden potential of Nottingham lace. Furthermore, the feedback 
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received throughout the study showed that the designer played a role of advocate, facilitating 

unexpected connections among local stakeholders, and leveraging a critical opportunity for 

co-designing a situated service for a sustainable future. For example, one participant stated: 

 

“It has been interesting to meet a lot of other people, like makers who I would have not 

otherwise met. It is nice to see contemporary work going on around the lace industry that 

we had for a long period of time in Nottingham. It is nice to see the continuation of that 

work, in a modern and quite exciting way. People are passionate about retaining that 

knowledge and bringing it forward. I hope that Nottingham is once again known for its lace 

artisanal making. I think that would be a terrific achievement for Nottingham” (Support 

Organisation). 

 

The participants recommended to articulate a service proposition in a very delicate way, 

taking into account issues of trust, negotiation, and shared responsibility among different 

stakeholders, but especially aiming towards making the innovation self-sustainable, to fit to 

the timeframe and scale of the artisanal businesses.  

 

“There was much energy at the workshop. This was an excellent networking opportunity, 

and networking is key to everything. There should be more sessions between artisans, 

creative business people and a few support organisations all at the same time” (Support 

Organisation).  

“It is important to be mindful of time for large-scale projects, otherwise they can drain your 

energies. We need to find ways to make change relevant to people, according to their skills, 

time, and meanings” (Artisan). 

 

Finally, the scheme in Figure 5.30 was built on the sub-themes emerged from the results of 

this study to summarise the key implications for design. The scheme was drawn by the 

researcher as a display of the key issues to be taken into account when co-designing situated 

services for sustainable futures. In summary, the Participatory Case Study highlighted the 

need for building an authentic narrative to raise people’s awareness, enabling local 

stakeholders to share a meaningful vision for sustainable futures, and framing a future strategy 

to encourage collaboration towards place-making. Building a middle-up-down network of 

stakeholders was recommended as a way to support the co-design of a situated service 

proposition, embedding values shared amongst the community in order to encourage its 

resilience.  
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Figure 5.30. Critical issues for co-designing situated services for sustainable futures, as emerged throughout the 
Nottingham Case Study. 

5.4.   Discussion: Initial Methodological Framework 

This section discusses how the findings from this study addressed the aim and objectives 

outlined in section 5.1.1, contributing knowledge to the field of service design for social 

innovation and sustainability. This study contributed an initial methodological framework for 

bridging from theoretical visions of the future to situated services (embedded in the artisans’ 

practices). Figure 5.31 was developed to visualise the initial framework, which can be used 

by designers to craft situated services for sustainable futures. This requires the designer to 

play diverse roles and enact multiple methods throughout a process aimed at eliciting tacit 

knowledge of local stakeholders to understand the context, making sense of sustainable 

visions for the future grounded in past experiences and current practices, and co-designing a 

situated service proposition.  
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Figure 5.31. Initial methodological framework developed as an outcome of the Nottingham Case Study. 

5.4.1.   How Can the Service Designer Elicit Tacit Knowledge into a Compelling 

Narrative? 

Drawing from design anthropology an exploratory approach to context immersion, this study 

showed the contribution of the designer as story-listener and storyteller (Valsecchi et al., 

2016) to using the past in order to understand the present and inform sustainable futures. 

Through a process of loops of past and current understanding, storytelling resulted an 

effective method to enable the potentialities of the past, which were already in the artisans’ 

stories yet tacit, to become actual, and manifest their value for the present and the future. 

For instance, a piece of lace knitted on a machine prompted one artisan to show the making 

process on a large handframe, as one of those being broken during the Luddite Revolt or 

currently exhibited in the Ruddington museum and used as demonstration tool to teach 

makers and students how to apply heritage know-how and forward thinking at contemporary 

machines.  

For the design researcher to effectively step into the artisans’ lives, it was crucial to build 

empathy, described by Kouprie and Sleeswijk Visser (2009) as a process that requires 

motivation, flexibility and time. In this regard, the study highlighted the need to build a trust 

relationship with the participants, by showing professionalism, availability to schedule 

meetings at their workspaces and at times most suitable to them, creating a comfortable 

atmosphere for the artisans to openly express their needs and aspirations, and engaging in a 

continuous process of sharing knowledge and feedback. The process of accrediting the 

artisans’ voices and acknowledging their contribution empowered them to overcome their 

originally isolated and precarious condition (as described by Scrase, 2003).  
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Conducting interviews and observations in the artisans’ workspaces paying great attention to 

contextual elements allowed weaving together of ‘fragments’ (Arendt, 1968) of tacit 

knowledge (Polanyi, 1997), which could have not been otherwise extracted, explicitly and 

entirely, through structured interview settings without the use of observations and 

photography. For example, a red thread in the fabric became a prompt for discussing repair 

practices that, like in old times, are still done by hand by skilled menders; similarly, even in 

contemporary digital fabrication technologies artisans directly control the whole making 

process and are able to fix missing stitches. Storytelling gave these fragments new forms of 

acknowledgement into ‘thick descriptions’ (Geertz, 1973), through an act of both telling and 

making. In line with Bofylatos & Spyrou (2017), the emphasis on the tacit knowledge through 

which the artisans experienced their own stories was crucial to enable a dialogue between 

the artisans’ minds, their hands, the materials, and the researcher. This was key in order to 

co-create knowledge and inform a meaningful design intervention grounded in the tacit 

knowledge of local stakeholders.  

Storytelling contributed to weaving the threads of the artisans’ work routine together, and 

made the intangible tangible (in this case, through photo-stories), enabling the artisans to 

aspire to something further they could develop. In this regard, it is important to highlight that 

documentation needed to be well planned beforehand in order to produce visible outcomes, 

to then be shared with a wider network of stakeholders.  

 

5.4.2.   How Can the Service Designer Activate Artisans to Envision Sustainable 

Futures that are Meaningful to Them? 

Akama and Prendiville’s (2013) phenomenological approach to untangling the current state 

of the art informed a service design intervention for the future. From this perspective, the 

designer had to play the role of a sensemaker, entailing unknowing, sharing, making, moving, 

and disrupting. In line with Pink and Akama (2015), this implied embracing uncertainty, not 

as an uncomfortable state, but as an opportunity to be generative, which here became a 

unifying force driving collaboration among artisans towards a shared aim.  

This stage, which aimed at framing a meaningful vision for the future, was accomplished 

through an activist approach challenging the status quo (DiSalvo, 2010), in this case 

empowering and enabling artisans to envision their own futures in collaboration with the 

design researcher. Drawing on Smith et al.’s (2016) anthropological approach to design 

futures, the artisans’ thinking during the sensemaking process entailed moving back and forth 

between past, present and future temporalities.  
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In line with the concept of ‘symbolic interactionism’ (Blumer, 1969), the designer was here 

summoned to immerse himself in the participants’ realities in order to make sense of their 

deeper meanings. In fact, after engaging with the artisans’ narratives through the storytelling 

phase, it was possible to gently introduce future trends, making connections with the needs 

and aspirations of the artisans.  

Thinking about the challenges and opportunities for future trends to occur enabled the 

artisans to generate creative ideas for innovating their businesses, debunking the local 

stakeholders’ misconception of the artisans’ resistance to innovate. During the sensemaking 

process, it was important that the design researcher encouraged the artisans to let their 

preconceptions go and enter a future thinking process, becoming more aware of the 

emergent. In this regard, the design researcher had to emphatically understand how the 

artisans imagined the future would have looked like for their businesses, and how they did 

not want it to look like. In fact, although some future trends were unwanted or feared, this 

process reminded the artisans that such complex challenges were part of their realities and 

couldn’t be completely evaded or ignored, yet they could have been acknowledged as part of 

resilient visions for the future.  

Moreover, it emerged that adopting the concept of ‘anorthoscopic vision’ (Virilio, 2000) – 

that means steering future thinking through sequential steps – could offer an opportunity to 

progressively shape a holistic vision, comprehensive of multi-layered thoughts in response to 

diverse future issues. Finally, for the process to be more participant-led, the need emerged 

to use a language more accessible to the artisans, so that they were better able to make 

sense of sustainable futures and reframe them in a way meaningful to themselves.  

 

5.4.3.   How Can the Service Designer Facilitate the Co-creation of Situated 

Service Propositions in this Context? 

The co-creation workshop emphasised the activist role of the designer, who contributed, 

through collaborative practice and a future orientation and intervention, to the 

phenomenological approach of designing ‘with’ (and not ‘for’) research participants. Such a 

co-design process was an effective way to activate a context for sharing experiences and 

practices enabling a culture of social innovation to emerge.  

The co-creation workshop was grounded in a ‘middle-up-down’ approach (Staszowski, 2010), 

which was here used by the designer to activate the artisans to express their bottom-up ideas 

and build connections with the top-down support of organisations. The designer contributed 

to breaking down barriers to collaboration and building trust, providing a neutral space to 

facilitate engagement across stakeholders in order to anchor them together around a 
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collaborative approach, in contrast to individual mindsets (Mayer & Knox, 2010). In this 

regard, the designer had to play a role of bridge, zooming out from individual artisans’ specific 

challenges, zooming into opportunity areas across businesses, and negotiating with 

multidisciplinary stakeholders a meaningful scope for a design intervention. This was built on 

insights present in the artisans’ narratives, and then reconfigured into a workable design 

direction. Furthermore, it resulted that using service design and co-design tools, such as the 

ones developed for this study, played a key role in visualising thoughts as a way to create 

shared ownership of ideas amongst diverse stakeholders.  

Shifting away from a fear of the uncertainty of the future, the designer facilitated the 

stakeholders to be generative and articulate a strategy situated in people’s everyday practices 

(Pink, 2012) and aimed at building a sense of place. Discussing the artisans’ challenges as a 

way to envision future opportunities contributed to developing a ‘culture of resilience’ 

(Manzini & Till, 2015), as opposed to the resistance (as a form of disengagement and 

disillusion) that was originally widespread among the participants. By visualising strategic 

relationships among the local stakeholders who could implement the future strategy, the 

participants gained a holistic understanding of a potential support system and became aware 

of the long timeframe required for perceiving the impacts of a social innovation.  

Moreover, through the co-design of a service proposition situated in the practices of the 

local community, the importance of place and place-making emerged, in line with Prendiville 

(2015). Beyond outlining a service proposition, the need for a trustable intermediary was 

highlighted to frame the innovation in an open way, grounded in shared values, as outlined in 

the co-designed manifesto. The latter worked as a powerful way to knit the collective 

experiences of diverse stakeholders into core values that became apparent within the 

community. Through co-designing the manifesto, the community felt emotionally 

strengthened and also developed a sense of collective gratitude to the researcher, who 

enabled the outline of a meaningful route for their transition towards a sustainable future.  

5.4.4.   What Roles Can the Service Designer Enact in Order to Bridge from 

Visions for the Future to Situated Services?  

Enriching Tan’s (2012) exploration of the designer’s roles, the framework here developed 

recommends the designer to act as a storyteller, sensemaker, and activist. In particular, the 

transformative role of the designer as an ‘agent of alternatives’ (Fuad-Luke et al., 2015) was 

emphasised, which here entailed recognising promising seeds of innovations and acting 

around the edges of the artisans’ reality to re-design what this could become.  
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In line with Selloni’s (2015) concept of ‘design advocate’, the researcher here acted as a 

bridge from the bottom-up artisan community and top-down support organisations, fostering 

a mechanism of change, grounded in trust, negotiation, shared responsibility, self-sustainability 

of the intervention, as well as mindfulness of the timeframe and scale of the intervention. To 

activate a messy and unpredictable process of change, it was necessary to propose agile, 

collaborative and systemic interventions with local stakeholders. For this reason, it emerged 

that the designer needs to be able to embrace uncertainty, yet he has to do this within a 

sufficiently systemic process, able to capture issues as they occur. The study also showed 

that continuous engagement and being ‘embedded’ into the community and its social systems 

are conditions of work of the designer activating social innovations, in line with Meroni et al. 

(2013).  

Overall, the framework here developed contributed to better understanding the context, 

making sense of sustainable futures, and outlining a service proposition situated in the 

artisans’ realities. The study also supported the importance of adopting an anthropological 

approach to activating meaningful social innovations. Such an approach enabled the 

stakeholders to overcome their initial disengagement and resistance to innovate and awaken 

the enthusiasm around a social innovation meaningful to the local community in relation to 

their aspirations, while building a culture of resilience and a sense of place. In conclusion, 

throughout this Participatory Case Study, the value of the service designer lied in 

interweaving local, yet hidden, fragments of past, present, and future practices, and translating 

them into new and compelling narratives, made visible and resonant to other stakeholders in 

order to engage them in crafting situated services for sustainable futures. 

 

5.5.   Conclusions 

This study contributed to filling a gap in the knowledge of a situated and embedded approach 

to designing for service, which – for the purpose of this research – was developed in relation 

to textile artisan communities. This Participatory Case Study allowed bridging from the 

theoretical proposition for sustainable futures (envisioned in the Scoping Study) to the 

practices of the artisans and stakeholders engaged in the co-creation of a situated service. 

The next paragraphs summarise the key conclusions of this study, in relation to both the 

context of Nottingham lace artisanship and the service design process. 

 

5.5.1.   Key Conclusions on Nottingham Lace Artisans 

-   The service design process undertaken allowed understanding of the locale and 

mapping out of the current state of the art of Nottingham lace artisanship, as a complex web 
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of small businesses, specialised in producing diverse types of lace. The study shed light on the 

hidden wealth of cultural heritage, social engagement initiatives and creative economy 

surrounding this industry, with the potential to revitalise the local heritage textiles know-

how to achieve a sustainable future. 

-   Through sensemaking, the concept of sustainable futures was unpacked into its 

social, cultural and economic facets; the artisans envisioned a socio-technical innovation 

entailing skills transfer, the development of a contemporary aesthetic, and the flourishing of 

independent full-time businesses. Within this context, it emerged that some futures (e.g. 

circular and sharing economy) may remain a form of vision for the artisans, while others (e.g. 

slow consumption, flexible production) were already very present in their practices.  

-   Through co-design with a wider group of stakeholders, a design direction was framed 

around the challenge of making lace-inspired artisans economically sustainable in Nottingham 

and building a sense of place. Two strategies were outlined, i.e. a shared research agenda to 

identify gaps in the heritage artisanal businesses and inform education of future artisans and 

consumers, and a support strategy boosting the economic development of local businesses. 

The networks of stakeholders who could support the implementation of the strategies were 

mapped and merged into a middle-up-down strategy for collaboration between bottom-up 

initiatives and top-down support. A situated service proposition was outlined, i.e. ‘co-

designer in residence’, conceived as a bespoke, situated and on-going engagement between 

temporary designers and heritage artisans, with the aim of innovating the lace businesses. 

Finally, a manifesto was co-designed outlining the core values anchoring the stakeholders 

together as a community, grounded in trust, co-creation, quality, provenance, sustainability, 

modernity, awareness and pride.  

 

5.5.2.   Key Conclusions on Service Design 

Bridging from participatory design to speculative design through adopting an anthropological 

lens, the researcher tested a conceptual framework developed from the literature review 

(section 2.5.1) and developed an initial methodological framework, which was applied 

to a community of Nottingham lace artisans. The issues of raising awareness, sharing a 

meaningful vision for the future, framing a middle-up-down strategy built upon collaboration 

among local stakeholders co-designing a situated service, and sharing values for the resilience 

of the community were highlighted as key themes to take into consideration when co-

designing situated services for sustainable futures.   

-   The approach here developed advocates anthropological immersion in the 

artisans’ realities in order to understand their current practices, from a cultural, social, 
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environmental and economic perspective. Moving back and forth around the artisans’ thinking 

about the future grounded in their previous experiences allowed the researcher to make the 

participants’ tacit knowledge visible and tangible (through the designed photo-stories). 

-   Although the resulting service proposition (i.e. ‘co-designer in residence’) seemed to 

be quite mundane, it was envisaged to be most likely sustainable as it was co-created by the 

artisans making sense of the future opportunities identified in response to their current 

challenges. 

-   Such a journey of discovery and intervention allowed outlining of an overarching 

strategy situated in the artisans’ realities and contributing to building a sense of place. 

-   This process resulted to be transformative as it contributed to overcoming the 

artisans’ initial resistance to environmental issues and, through tapping into the priority of 

their economic concerns, helped them gain awareness of the value of holistic sustainability. 

Furthermore, it helped overcome current disengagement towards Nottingham lace and 

awakened the enthusiasm of a group of local stakeholders to turn challenges into 

opportunities for a socio-technical innovation. 

-   A shared understanding of the main motivations for a meaningful intervention 

informed the outline of a strategic coordination of efforts across stakeholders as a situated 

service in the short-term, while having in mind the economic impact on the artisanal 

businesses in the long-term. 

-   Collaboration among multidisciplinary stakeholders (i.e. artisans, designers, 

educators, support organisations) was nurtured to co-create a middle-up-down strategy, 

driven by a peer network of artisans sharing responsibilities, and supported by top-down 

organisations. 

-   Creating an enabling ecosystem through a trustable intermediary, negotiating 

expected benefits, and being mindful of the time and scale of the intervention were identified 

as ways to develop a resilient innovation. 

-   The need to frame the social innovation in an open and flexible way was stressed to 

allow the artisans to contribute to the co-design of the service features. An on-going process 

of transformation was activated, and promising evidences of the legacy left by the service 

designer within the local community were identified as seeds of social innovation, whose 

implementation and assessment will require a longer timeframe. 

 

5.5.3.   Limitations of the Study  

Self-reflection throughout the process undertaken helped identify the limitations of this study 

and outline recommendations for the next step of the research.  
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5.5.3.1.   Participants Involvement 

Recruiting participants was challenging due to the artisans’ difficulty in collaborating with an 

unknown researcher. The storytelling stage involved few artisans to map the current state of 

the art of Nottingham lacemaking; however, considering the very small number of lacemaking 

businesses still active, the sample strategy here adopted was considered appropriate. 

Furthermore, the level of engagement with the participants was suitable to anthropological 

research, which requires in-depth investigation with a small sample. The participants’ 

feedback highlighted the shortage of lace artisans in the co-creation workshop (over a 

majority of support organisation members) as an issue for the reliability of the findings. 

However, this factor was somehow out of the control of the researcher, who invited all the 

local lace businesses he was aware of and gave them priority of choice for scheduling the 

event; consequently, he decided to engage also multidisciplinary stakeholders in order to 

enrich the session with diverse inputs. Overall, in the following Participatory Case Study the 

researcher decided to conduct the co-creation workshop only with artisans, in order to 

better allow them to generate bottom-up solutions, avoiding the risk of top-down support 

organisations leading the process; the involvement of multiple perspectives was postponed 

to a later stage, to support the service proposition after it was co-designed with the artisans. 

5.5.3.2.   Critique of the Methods 

The need for introducing an initial scoping activity emerged in order to discover the context 

around textile artisans, and tailor the framework to local dynamics. For the next study, such 

an activity was built on methods drawn from ethnography, based on context immersion 

and self-reflection.  

The study protocol was deemed too rigid to follow during the storytelling sessions in the 

artisans’ workspaces, and yet remembering all the interview questions by heart made the 

process too much reliant on the researcher. Therefore, for the subsequent Participatory 

Case Study designing some interview cards was identified as an opportunity to aid the 

researcher in conducting the storytelling session in a fluid, yet comprehensive way. Another 

limitation was encountered in documenting the storytelling through video, since the camera 

was seen by the artisans as a hindrance to express themselves comfortably. Instead, the 

artisans stressed the need to keep control over the subject of the documentation, due to 

confidentiality issues on their production lines, therefore photographs were seen as a more 

discrete means of data capture than video.  

Instead of collective sensemaking, conducting separate sessions with the artisans allowed 

them to feel more comfortable to express their needs and aspirations in an open and 
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transparent way. The participants suggested that the concepts they were asked to brainstorm 

around during the sensemaking sessions were complex, and the terminology used quite 

unfamiliar, but they were presented in an accessible way and made resonant to their own 

realities. The need to separate the keywords from the ‘ideas generation’ template into cards 

emerged in order to better allow the artisans to envision sustainable futures, without feeling 

overwhelmed by future issues they did not fully understand.  

The co-creation workshop was too structured in terms of timing, and expert-led due to 

the terminology used. The service proposition needed to be developed further through 

iterative co-design with local stakeholders, in a flexible way to accommodate the artisans’ 

needs over time.   

 

5.5.4.   Next Steps 

When the researcher felt that the time commitment was becoming excessive for the artisans, 

he decided to step back and allow room for the artisans to carry on their actual businesses. 

This choice was meant to avoid the risk that they could have felt overwhelmed and perhaps 

have withdrawn their participation in the study.  

For the next study, the methods used were reviewed and further developed. For instance, a 

roundtable discussion was introduced to leave a legacy within the local community and build 

a wider network of stakeholders to support the implementation of the service. Finally, the 

study focused on a specific sector (i.e. Nottingham lace), yet the transferability of the 

framework to other contexts needed to be validated through the following Participatory 

Case Study, discussed in chapter 6.  
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6. Cape Town Case Study ‘Co-designing Situated
Services’

This chapter refers to the second Participatory Case Study, aimed at addressing research 

objective 3, ‘to develop a framework for co-designing situated services for sustainable 

futures’. 

This chapter enriches the findings of the previous Participatory Case Study in answering the 

second of the research questions underpinning this project: ‘in what ways can the designer 

co-create situated services with textile artisan communities that encourage their 

transition towards sustainable futures?’ 

The following sections present the study scope, aim and objectives, process of data collection 

and results of the analysis. This chapter also discusses how the findings helped reviewing the 

initial framework developed through the previous case study, as an actionable outcome for 

service design researchers and practitioners. In conclusion, the contribution to knowledge, 

limitations of the study, and recommendations for the next step of this research are 

presented.  

6.1.   Introduction 

The previous case study contributed to bridging the theoretical proposition for sustainable 

futures (developed through the Scoping Study, chapter 4) with the realities of the artisans 

(participating in the Nottingham Lace Case Study, chapter 5). Through the first case study, 

the application of a conceptual framework developed from the literature review (i.e. an 

anthropological perspective on service design for social innovation and sustainability, section 

2.5.1) was tested in the context of Nottingham lace artisanship. The findings from this study 

showed the key stages and aims of a social innovation journey throughout which the service 

designer acts as a storyteller, sensemaker and activist, using suitable methods and tools. 
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In order to overcome the limitations of the Nottingham Case Study (section 5.5.3) and assess 

the transferability of the framework, a second Participatory Case Study was conducted in 

South Africa, chosen as an exemplary context for co-designing social innovations with 

communities. In fact, the concept of ‘ubuntu’ (meaning ‘humanity towards others’), as a 

traditional form of self-reliance and mutual support (M’Rithaa, 2008), broadly inspires the 

South African way of thinking and doing, grounded in design values of empathy, participation, 

interaction, sharing, cooperation, and communication (Rhodes, 2015). Moreover, South 

Africa has a long and varied tradition in artisanship, which still plays an important role in 

terms of employment, income generation and potential economic growth of the country 

through local and international trade (Joffe, 2003). Artisanship contributes £68 million to 

Gross Domestic Product (GDP) and employs approximately 38,000 artisans (Department of 

Arts & Culture, 2011), although there is no formal process to gather statistical data due to 

the informal nature of the local artisanal sector (Elk, 2004). Recently, the South African 

Government identified artisanship as a priority growth area and has invested in poverty 

alleviation through numerous initiatives to support artisans (Rhodes, 2011). The Craft and 

Design Institute (CDI) was recommended by the participants in the Scoping Study as an 

enabling ecosystem providing design, marketing and business support to local artisanal 

businesses. Through desk research, exhibitions (such as the 100% Textiles Pavillon at 

Decorex and the annual Design Expo Conference at the Design Indaba Conference) were 

identified as invaluable opportunities to attend and explore the ever-growing textile and 

artisanal sector in Cape Town. Therefore, Cape Town was purposely chosen as sample of a 

textile manufacturing cluster, rich in material culture, with a design sector in rapid 

development (Paul Duncan Media, 2015), which, on the other hand, is also challenged by deep 

social inequalities (Azieb Pool, 2016). Within this context, in the last decades, most of the 

fabric manufacturing has been outsourced, leading to the disappearance of making skills 

(Morris & Reed, 2008); in fact, from 2004 to 2014 Cape Town suffered a job loss of 27% in 

the textile sector, and 47% in the clothing industry (FP&M SETA, 2015). On the other hand, 

this issue has become a driver for local artisans to start up new businesses focused on printing 

on available base cloth to differentiate their products over competition (Miller, 2017). 

6.1.1.   Aim and Objectives 

The aim of this Participatory Case Study was to review the initial methodological framework, 

and further develop the application process, based on the strengths and weaknesses 

uncovered during the previous study (section 5.5.3). 
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The objectives of this study were: 

1)   To conduct a scoping activity using methods drawn from ethnography in order to 

situate a meaningful service design intervention within this context; 

2)   To refine the storytelling and sensemaking methods aimed at mapping the current 

state of the art of textile artisans in this context, and framing meaningful visions for their 

sustainable future; 

3)   To facilitate a co-creation workshop in order to further develop the method and 

tools for engaging artisans with the co-design of a situated service proposition; 

4)   To conduct a roundtable discussion aimed at activating a legacy within the local 

community and outlining an actionable route towards a sustainable future.   

 

6.2.   Methods 

The study encompassed six stages, each addressing a specific objective, and leading to 

generate research outcomes (Table 6.1). Besides an initial pilot conducted to review the 

application of the initial framework, storytelling, sensemaking and co-creation workshop 

were used as data collection methods like in the first case study yet evolved to accommodate 

learning from the previous experience. Moreover, a preliminary scoping activity and a final 

roundtable discussion were introduced as they were deemed important stages missing in the 

previous study. The following sections present the data collection techniques and the 

methods of thematic analysis adopted and adapted throughout the six stages of this 

Participatory Case Study. 
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Table 6.1. The stages of the Cape Town Case Study. 

Stages Objectives Results 

1) Pilot To assess and review the 
application of the framework Refined framework, methods and tools. 

2) Design 
ethnography 

To conduct a scoping 
activity using methods drawn 
from ethnography in order 
to empathically discover the 
context around a service 
design intervention 

Identified scope for the case study; 

Refined plan for data collection; 

Contact list of potential study participants. 

3) 
Storytelling 

To refine the storytelling 
method in order to map the 
current state of the art of 
Cape Town textile artisans 

Shared understanding of current state of the art of 
Cape Town textile artisanship; 
Photo-story documenting the artisans’ current 
practices; 
Awareness of holistic sustainability issues. 

4) 
Sensemaking 

To refine the sensemaking 
method in order to generate 
meaningful visions for the 
future  

Visions for sustainable futures; 
Future trends reframed in relation to the artisans' 
realities; 
Ideas to achieve sustainable futures; 
 

5) Co-
creation 
workshop 

To facilitate a co-creation 
workshop in order to 
further develop its method 
and tools for engaging 
artisans with the design of a 
situated service proposition 
for a sustainable future 

Opportunity areas for a service design 
intervention; 

Design directions towards a sustainable future; 

Reframed future direction; 
Map of stakeholders to support the future 
direction; 
Service storyboard to encourage the stakeholders 
towards the future direction; 
Social business model canvas outlining the service 
implementation; 
Shared values to be embedded into the service 
innovation. 

6) 
Roundtable 
discussion 

To conduct a roundtable 
discussion in order to leave 
a legacy within the local 
community 

Showcase of the outcomes of the project; 

Action plan for the service implementation; 

Shared understanding of the designer's role and 
local legacy. 

 

6.2.1.   Participants 

In line with the qualitative type of this research aimed at gathering socially and culturally rich 

data, a small sample size was sought to have in-depth engagement over a long period of time 

(Cohen et al., 2013).  For the validity of the research, the same sampling criteria (outlined in 

Table 5.2, section 5.2.1) were used for choosing the artisans to involve both in the first and 

in the second case studies. These were sought to be professionals using locally available 

resources, engaged in the process of making – by hands or directly controlling machinery or 

digital tools – small batches of fabrics or apparel, targeted to ‘glocal’ (i.e. both local and global) 

markets, as well as open to strategies for social innovation and sustainability. A mixture of 
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purposive and opportunity sampling informed the recruitment of participants, who were 

selected by the researcher among those locally available, with the purpose of exploring a 

contemporary real-life phenomenon and addressing the study objectives. The researcher 

conducted desk research, personal visits to local artisanal retails and informal interviews with 

the aim of identifying a suitable sample of participants motivated to be involved in the study.  

The pilot workshop was conducted with one lecturer and twelve students in Surface and 

Fashion Design at Cape Peninsula University of Technology (CPUT), chosen as the future 

generation of textile artisans. The initial design ethnography involved thirteen participants 

(i.e. three artisans, three retailers, two educators, five members of support organisations) 

chosen as stakeholders critical for understanding the context around textile artisans in Cape 

Town. The storytelling and sensemaking stages were focused on eight local artisanal 

businesses using screen- and block-printing techniques on fabrics to manufacture small 

batches of textiles and fashion products. In particular, that of screen- and block-printing was 

identified as a large and emerging sector among the Cape Town textile artisanal landscape, 

addressing the increasing consumer preference for handmade products against digitally 

printed textiles. Six out of the eight artisans participating in the storytelling and sensemaking 

stages took part also in the co-creation workshop, together with other four artisanal 

businesses, and supported by one workshop assistant and one video maker. Finally, the 

roundtable discussion involved a group of thirty-five stakeholders (i.e. sixteen artisanal 

businesses, three suppliers, one retailer, nine educators, three members of support 

organisations, and two consultants) who currently work, or could potentially engage with 

textile artisans in Cape Town. The intention was to bridge between the bottom-up needs of 

the artisans and the top-down support of organisations, following a middle-up-down strategy, 

as recommended by the study participants. Details of the sampling used for the Cape Town 

Case Study are provided in Table 6.2.  

Table 6.2. Sample panel of Cape Town Case Study. 

Stages Sample Panel 
Pilot Lecturer and students in Surface/Fashion Design at CPUT (13) 
Design 
ethnography 

Multidisciplinary stakeholders working around textiles artisans in Cape Town 
(13) 

Storytelling & 
Sensemaking 

Cape Town-based textile artisanal businesses (8) 

Co-creation 
workshop 

Cape Town-based textile artisanal businesses (10) 

Roundtable 
discussion 

Multidisciplinary stakeholders working around textiles artisans in Cape Town 
(35) 
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6.2.2.   Stage 1: Pilot 

The study was piloted with one lecturer and twelve students in Surface Design and Fashion 

Design at CPUT, working in three teams (Figure 6.1). The pilot workshop ‘Service Design 

for Surface Designers’ aimed at reviewing the research process followed in the Nottingham 

Case Study and developing it further in view of the subsequent study. A three full-day pilot 

workshop was conducted (following the schedule outlined in Appendix 4A) as a sample of 

the whole process designed for the study. Feedback collected through anonymous 

questionnaires (Appendix 4B) and through a semi-structured interview with a staff member 

aided the researcher’s reflection on the process undertaken and identification of issues to be 

addressed prior to collecting data with the actual study participants. 

Figure 6.1. Teams participating in the pilot workshop. 

6.2.3.   Stage 2: Design Ethnography 

An initial design ethnography activity was conducted with the aim of understanding the real-

world implications of the theoretical proposition for sustainable futures (developed in the 

Scoping Study, chapter 4) within the specific context of textile artisans in Cape Town. Such 

an activity was deemed particularly needed due to the circumstance of conducting field 

research in a novel context, in order to allow the designer to step into the community, 

identify a meaningful scope for the case study and inform the plans for the data collection. A 

phenomenological approach was adopted to gather insights, investigate and interpret the 

behaviour of the artisans in their natural settings (Creswell, 2007).  

6.2.3.1.   Design Ethnography: Procedure 

Ethnographic methods, such as participant observations and unstructured interviews, were 

appropriated into a service design process (as per section 3.7.3.1). This involved thirteen 

stakeholders (i.e. artisans, retailers, educators, members of support organisations) within 

their work routines and spaces (Figure 6.2).  
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Figure 6.2. Unstructured Interviews conducted with (from left to right): Gillian Benjamin (design support 
product manager at Craft & Design Institute); Bryan Ramkilawan (CEO of Cape Town Fashion Council – 
CTFC); Leila Badsha (Co-owner and CEO of Fabricate). 

Throughout this stage, field notes were written by the researcher self-reporting his insights 

while interacting with the participants, paying great attention to contextual elements, in order 

to inform the scope of the study based on identified unmet needs (Figure 6.3).  

 

Figure 6.3. Field notes written by the researcher during the design ethnography stage. 

6.2.3.2.   Design Ethnography: Data Analysis 

Thematic analysis was used as a method for identifying and analysing patterns in the qualitative 

data collected through the ethnographic research stage. Drawing from Braun and Clarke 

(2006), a recursive process was adopted, encompassing the following steps: 

-   Familiarisation with the data: at the end of each visit, session summary sheets 

were created in electronic format by the researcher (a sample is provided in 

Appendix 4C) so that he could read them several times in order to become familiar 

with the data and note down initial insights. 

-   Coding: codes (i.e. labels) were assigned to features of the data relevant to address 

the broad objective of this stage, (i.e. to understand the problem and its contextual 
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factors, identify potential participants to engage in the study and with whom to 

negotiate a plan for the data collection). 

-   Searching for themes: the researcher constructed themes (i.e. coherent and 

meaningful patterns in the data), relevant to the objective guiding this stage; therefore, 

all the coded data relevant to each theme was collated. 

-   Reviewing themes: the themes were checked for coherence both in relation to 

the coded extracts of field notes, and to the full data-set.  

-   Defining and naming themes: each theme was analysed to identify its ‘essence’ 

and construct a concise name and description of it, as per Table 6.3, outlining the 

key themes emerged from the data analysis. 

-   Writing up: the analytic narrative and vivid data extracts were woven together to 

tell a coherent story. 

Table 6.3. Themes emerged from the analysis of the data collected through design ethnography. 

Theme Description 
Problem Real-world problem to investigate 

Context Contextual factors shaping the problem 

Scope Specific scope of the contextual investigation 

Participants Participants to take part in the study 

Plan Tailored plans for data collection 
 

6.2.4.   Stage 3: Storytelling 

Similar to the first case study (section 5.2.3), a storytelling method (Tassinari et al., 2015) was 

adopted in the form of contextual interviews with the aim of mapping the current state of 

the art of Cape Town textile artisans. Materials, tools and various assets found in the 

workspaces were regarded as prompts to trigger a comprehensive discussion with the 

artisans and build compelling narratives. This method encompassed guided tours throughout 

the workspaces given by the artisans to the researcher, who used a combination of questions 

and observations in order to collect contextual information about the current work routine 

of the businesses (Figure 6.4).  
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Figure 6.4. One of the contextual interviews conducted with Cape Town’s textile artisans. 

6.2.4.1.   Storytelling: Procedure 

The storytelling stage involved less engagement (i.e. one meeting lasting two hours) with 

more artisans (i.e. eight businesses) than the Nottingham Case Study. This choice was made 

in order to overcome the limitation of the former case study, which involved too few artisans 

to map out the Nottingham lacemaking sector, as well as based on the findings from the 

design ethnography undertaken in Cape Town. In fact, the stakeholders interviewed during 

the preliminary scoping activity recommended the researcher not to focus on few artisans 

or one specific community, but to draw a bigger picture of the patchy local artisanal landscape 

and make that information accessible to a wider audience. In particular, eight artisans 

matching given sampling criteria (i.e. artisanal businesses locally making culturally meaningful 

textiles, used for homeware and apparel) participated in the study. After sending an email 

invitation (Appendix 4D) to take part in the study, together with a participant information 

pack (Appendix 4E), the artisans were asked to sign written expression of consent to take 

part in the research.  

For the validity of the research and in order to gather data comparable across the two 

Participatory Case Studies, the questions asked in the storytelling study were kept the same 

(besides some slight corrections in the wording), as well as the observation process, with 

obviously different contexts to investigate. However, reflection on the storytelling method 

used in the previous study identified that the study protocol was too rigid to follow during 

the contextual interviews in the artisans’ workspaces and remembering all the interview 

questions by heart could compromise the quality of the data collection. Therefore, for the 

Cape Town Case Study the interview questions were arranged into manageable chunks to 

be used in a more fluid and dynamic way (Figure 6.5). Four cards were designed, reflecting 
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the four themes of the initially developed mind-map (Figure 5.2, section 5.2.3.1), namely 

culture, society, environment and economy, informed by the four pillars of holistic 

sustainability (Walker, 2011). They were printed in A6 size to be easily handled by the 

researcher and prompt the conversation with the artisans during the contextual interviews. 

Using these cards, the researcher posed semi-structured interview questions, allowing for 

flexibility as the conversation developed, in order to build a comprehensive narrative. Finally, 

like in the former study, the contextual interviews were captured via photos and audio, and 

constituted the basis for the development of a photo-story reporting the artisans’ narratives 

(Table 6.4). 

Table 6.4. Tools used for storytelling. 

Purpose Tools 
To aid the researcher in interviewing the artisans in their workspaces Interview Cards 

To build compelling narratives of the artisans' current practices Photo-story 
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Figure 6.5. Interview cards used to aid the storytelling. 

6.2.4.2.   Storytelling: Data Analysis 

Data analysis was conducted following the method (encompassing subsequent data reduction, 

display and conclusions) drawn from Miles and Huberman (1994) and outlined in section 3.8 

in the Research Methodology chapter. Audio recordings were transcribed and thematically 
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analysed; one audio transcript is provided in Appendix 4F as an example of contextual 

interview. In order to get consistent results, the same coding system used in the first case 

study was adopted for this thematic analysis, following the clusters of culture, society, 

environment, economy, derived from the quadruple bottom line of sustainability (Walker, 

2011) in relation to the artisans’ current narratives (Table 6.5). Within these themes, sub-

themes (i.e. identity, tradition, place, people, skills, materials, tools, making, sustainability, 

textile design, retail, communication) were drawn from the literature review and used as a 

priori coding system for the analysis of the contextual interviews. Therefore, the themes of 

this analysis were used to structure the findings of this research stage, presented in section 

6.3.3. These were framed in a diary-like style and reported in one collective photo-story, 

documenting, by means of photos and text, the narratives of the eight artisanal businesses 

participating in this study as one whole story.  

Table 6.5. A priori coding system used for the thematic analysis of the data collected through storytelling. 

Theme Sub-theme Description 

Culture 
Identity Artisan’s profile, motivation, value proposition 

Tradition Background, history, development 
Place Cultural values, local identity and aesthetic 

Society 
People Role, scale, approach to collaboration 

Skills Expertise, training, innovation 

Environment 

Materials Supplies of fibres/yarns/fabrics 

Tools Suppliers, equipment, workspace 

Making Production phases and volumes 

Sustainability Life cycle, end-of-life, financial sustainability 

Economy 

Textile Design Product types, product identity 

Retail Cost, price, retailers, packaging 

Communication Target customers, communication channels 

6.2.5.   Stage 4: Sensemaking 

Similar to the method described in section 5.2.4, a sensemaking activity (Klein et. al, 2006) 

was conducted with each of the eight artisans in order to explore ‘what a sustainable future 

may look like for their businesses’ (Figure 6.6). The aim of this stage was to enable the artisans 

to frame their aspirations in response to some future trends (resulting from the theoretical 

proposition for sustainable futures discussed in chapter 4) and generate new ideas to inform 

the co-design of a situated service.  
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Figure 6.6. Some sensemaking sessions conducted with the artisans. 

6.2.5.1.   Sensemaking: Procedure 

Since in this Participatory Case Study the researcher was engaged with numerous artisans 

(i.e. eight businesses), the sensemaking session (which, instead, in the Nottingham Case Study 

was conducted as a separate session) was here merged together at the end of the contextual 

interview. This research stage encompassed three subsequent methods, i.e. ‘framing’, ‘what 

if…’ and ‘ideas generation’ (as introduced in section 3.7.3.3 in the Research Methodology 

chapter); these were supported by tools adopted and adapted to address the purposes of 

this stage (Table 6.6).  

Table 6.6. Tools used for sensemaking. 

Purpose Tools Adapted from 
To empower the artisans to frame their sustainable 
visions for the future #MySustainableFuture N.A. 

To trigger the artisans to explore their responses to 
future trends What If… 

Stickdorn & 
Schneider, 2010 To facilitate the artisans to draw connections among 

their ideas Ideas Generation 

To aid the artisans generating new ideas in response 
to future trends Future Trends Cards N.A. 

 

Firstly, the artisans were provided with a template in which they were asked to state their 

visions for the future (Figure 6.7a). This was refined from the tool used in the previous study 

(Figure 5.6, section 5.2.4.1) into a poster, incorporating principles of design activism, in line 

with the emancipatory nature of this participatory research in order to “catalyse, encourage 

or bring about change, in order to elicit social, cultural and/or political transformations” (Fuad-Luke, 

2009, p. 6). In fact, the poster was conceived as an empowerment tool for the artisans to 

become social innovators, express their voices and visions for a sustainable future. Once each 

artisan noted down his/her contribution onto a poster, they were photographed while 

holding it. This activity was performed with all the eight artisans participating in the study, as 

an awareness campaign to build a critical social mass. The findings were shared on social 



Chapter 6 

190 

media (i.e. Facebook, Instagram and Twitter), accompanied by the hashtag 

#mysustainablefuture, in the form of a guerrilla campaign. 

After framing their vision for the future, the artisans were encouraged to explore 

eight future trends, as in the previous study. The template in Figure 6.7b prompted 

the artisans to answer the question: ‘What would happen to your textile artisanal 

business if such trends occurred?’. For about ten minutes, the participants were asked 

to map out their concepts in response to possible futures, presented by the 

researcher, in relation to the artisans’ current practices discussed during the 

storytelling activity.  

Finally, the artisans brainstormed for thirty minutes around a given ‘ideas generation’ tool, 

and were encouraged to assess the strengths, weaknesses, opportunities and threats of their 

ideas. The tool in Figure 6.7c was designed as a simplified version of the mindmap used in the 

previous case study (Figure 5.6, section 5.2.4.1), taking out the content from the template 

and displaying it on additional ‘future trends’ cards. This choice was meant to allow the 

participants to progressively make sense of the future trends, without feeling overwhelmed 

by numerous and abstract concepts.  
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Figure 6.7. ‘#MySustainableFuture’ (top); ‘What If…’ (centre); Ideas Generation (bottom) tools. 
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For the last activity, the artisans were prompted to generate ideas on how their businesses 

could respond to eight future trends, each of them presented on one card (Figure 6.8) 

developed by the researcher building on the findings from the previous studies (sections 4.3 

and 5.3). Each card presented an icon on the front and some keywords on the back. Icons 

were designed as a quick and easy way to visualise abstract concepts; the high-level ideas 

presented on the front of the cards were complemented by more concrete keywords 

displayed on the back, in order to support the artisans’ thinking. Unlike other card sorting 

exercises (e.g. IDEO, 2015), here the artisans were not asked to rank the cards according to 

the importance to their businesses. Yet, they were encouraged to make sense of the future 

trends presented on the cards, reframe and use them as a source of inspiration for generating 

novel ideas, which were noted down on the provided template (Figure 6.7c). At the end of 

the session, the artisans were asked to fill in a questionnaire to provide feedback on the 

process and advice on further developments of the storytelling and sensemaking methods 

(Appendix 4G). 
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Figure 6.8. ‘Future Trends’ cards used to aid the sensemaking. 
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6.2.5.2.   Sensemaking: Data Analysis 

Throughout the sensemaking stage, data was collected in the form of notes posted on the 

given templates, and audio recordings, which were then transcribed; a sample of data 

transcript is provided in Appendix 4H. Following the method drawn from Miles and 

Huberman (1994) and outlined in section 3.8 in the Research Methodology chapter, the data 

was thematically analysed, using the coding system summarised in Table 6.7. In particular, the 

analysis of the data collected generated the artisans’ visions for the future, which were 

clustered around sub-themes related to the four pillars of sustainability (i.e. culturally, socially, 

environmentally, and economically sustainable futures). Moreover, the data captured through 

the ‘what if…’ exercise was clustered around the eight future trends (i.e. redistributed 

manufacturing, flexible production, circular economy, alternative economies, slow fashion, 

advanced artisanship, designer entrepreneur, enabling ecosystem) resulting from the Scoping 

Study (section 4.3.1). These were used as a priori coding, to categorise the results according 

to three sub-themes (i.e. now, near future, and far future) in a temporal scale. Furthermore, 

the ideas for the future generated through the sensemaking sessions were clustered around 

sub-themes induced from the future trends (i.e. making skills, production process, supply 

chain, marketing strategy, consumer’s behaviour, product type, business, support system); 

these were then prioritised according to the frequency of data (section 6.3.4).  The data 

gathered from each of the artisans was analysed separately, and then a comparison across 

businesses was conducted in order to identify the most recurrent findings. As a result of the 

thematic analysis, each of the artisans’ visions for the future was displayed into a poster, to 

visually represent the artisans’ voices and develop a tangible outcome to be shared with other 

stakeholders participating at the subsequent stage of the study (i.e. co-creation workshop).  
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Table 6.7. Coding system used for the analysis of the data collected through sensemaking. 

Theme Sub-Theme Description 

Vision 

Culturally sustainable futures 
Artisans' visions for 
holistically sustainable 
futures 

Socially sustainable futures 

Environmentally sustainable futures 

Economically sustainable futures 

Redistributed Manufacturing 

Now / 
Near Future / 
Far Future 

Trends reframed in relation 
to the artisans' current 
practices or (near/far) future 
possibilities 

Flexible Production 

Circular Economy 

Alternative Economies 

Slow Fashion 

Advanced Artisanship 

Designer Entrepreneur 

Enabling Ecosystem 

Future Ideas 

Making Skills 

Ideas for the transitions 
towards a sustainable future 

Production Process 

Supply Chain 

Marketing Strategy 

Consumer's Behaviour 

Product Type 

Business 

Support System 
 

6.2.6.   Stage 5: Co-creation Workshop  

The individual interactions with the artisans in their own workspaces allowed discovering the 

background context and defining the artisans’ visions for the future. This shared 

understanding informed the next stage of the study, i.e. the co-creation workshop ‘Crafting 

Sustainable Futures with Textile Artisans in Cape Town’ (Figure 6.9). Adopting the method 

described in section 3.7.3.4, a co-creation workshop was conducted as an act of collective 

creativity (Sanders & Stappers, 2008; Stickdorn & Schneider, 2010). The purpose of this was 

to co-design a situated service proposition for the sustainable future of Cape Town textile 

artisans. In line with the anthropological approach adopted for this research, the tools used 

were crafted in response to the findings from the context. For instance, the collaborative 

nature of the artisans in Cape Town enabled the researcher to facilitate the co-design of a 

collaborative service and the outline of a social business model to support its implementation.  
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Figure 6.9. Co-creation workshop at CDI. 

6.2.6.1.   Co-creation Workshop: Procedure 

An invitation card was sent via email to the artisans (Appendix 4I) to participate at the co-

creation workshop, which was held at the Craft and Design Institute (a not-for-profit 

organisation providing creative, business and market support to local artisans) on 31st May 

2016, following the schedule outlined in Appendix 4J. Unlike the session conducted in the 

previous study that involved diverse stakeholders, the participants in this workshop were 

only textile artisans (i.e. six of the businesses also participating in the storytelling and 

sensemaking sessions, together with other four artisans). This choice was meant to facilitate 

the development of a grassroots innovation, avoiding the risk of other stakeholders (e.g. 

members of support organisations) overshadowing the artisans’ voices with their top-down 

agendas. The researcher played the role of a workshop facilitator, ensuring that brainstorming 

and co-creation rules (IDEO, 2015) were followed. The facilitator guided the discussion and 

captured the artisans’ inputs on Post-it notes on seven progressive templates – printed in A2 

size, visualising the collective generation of ideas so that everybody could contribute – 

adopted and adapted for the purposes of this research (Table 6.8). 
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Table 6.8. Tools used for co-creation workshop. 

Purpose Tools Adapted from 
To create a shared understanding of the 
initial findings Introductory presentation N.A. 

To identify opportunity areas for a 
service design intervention Challenges / Opportunities N.A. 

To brainstorm around possible design 
directions towards a sustainable future Design directions IDEO, 2015 

To frame a synthetic representation of 
the identified design direction Future Direction N.A. 

To map out the target stakeholders to 
support the chosen strategy Stakeholders map Cicero, 2016 

To identify the stakeholders' needs 
throughout their journey and design 
service features needed to fulfil them 

Service Storyboard Corubolo et al., 2016 

To define a model for service 
implementation, value proposition, 
market segment and financial flows 

Social Business Model Canvas The Young 
Foundation, 2012 

To outline the core values to be shared 
by the community Manifesto N.A. 

 

The workshop started with a fifteen-minute presentation delivered by the researcher, 

providing some background information on the session and setting its scope and schedule for 

the day. The outcomes of the initial research stages (i.e. design ethnography, storytelling and 

sensemaking) were summarised to build on the artisans’ preceding contribution to the study. 

Afterwards, the participants were invited to briefly introduce themselves and their 

businesses, setting the basis for discussion and collaboration. 

After the introductions, the participants were invited to collectively brainstorm around the 

artisans’ visions and identify the key challenges and opportunities to achieve a sustainable 

future. Like in the Nottingham Case Study, the template in Figure 6.10a was used with the 

purpose of collecting data from the artisans on Post-it notes, arranged in two given categories 

(i.e. challenges and opportunities). 

After having mapped out opportunity areas, the tool in Figure 6.10b was used with the 

purpose of brainstorming for forty minutes around a design direction that Cape Town textile 

artisans could follow to achieve a sustainable future. This took into consideration the target 

beneficiaries of the innovation, the sociocultural factors shaping the problem, the evidence 

to support an investment in this direction, and possible solutions to the problem. Similar to 

the one used in the Nottingham Case Study (Figure 5.9, section 5.2.6.1), this template was 

adapted from the ‘Frame Your Design Challenge’ tool developed by IDEO (2015). In 

particular, the layout of the questions was modified from the first case study, in order to 

allow for more fluidity of thoughts instead of having to answer a rigid linear sequence of 

questions.  
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After the initial brainstorming, the tool in Figure 6.10c was used by the artisans to synthesise 

all the diverse ideas collected so far into a clear design direction represented through a title, 

a brief description, and a visualisation of how the innovation could work. As a simplified 

version of the ‘future strategy’ template used in the Nottingham Case Study (Figure 5.9, 

section 5.2.6.1), the poster #OurFutureDirection was not meant to generate new ideas or 

solutions, but to transform the issues discussed so far into a building block to drive the 

following co-creation activities. 

In order to support the future direction, a stakeholders map (Figure 6.11a) was drawn to 

identify target stakeholders (as well as their skills, motivations and benefits) and prioritise 

among them according to their impact level. This tool, inspired by the ‘Platform Design 

Toolkit 2.0’ (Cicero, 2016), was used like in the Nottingham Case Study, since it turned out 

to be a necessary method for drawing a picture of the overall system around local textile 

artisans. Stakeholders who could have collaboratively managed, contributed, or used the 

service were mapped in three circles, namely: (co)managers, (co)producers and 

(co)consumers. For the purpose of this activity, the artisans were encouraged to be inclusive, 

and map out all the stakeholders (individuals, communities, companies, organisations, 

networks) who could have been involved, also suggesting possible collaborations among them. 

At this point, a service storyboard template, adapted from Corubolo et al. (2016), was used 

instead of the service matrix designed for the Nottingham Case Study, which constrained the 

participants’ thinking into distinct service typologies, without facilitating the design of hybrid 

– online and offline, individual and collaborative – touchpoints within a service. This tool 

(Figure 6.11b) was used to draw the key actions of the users’ journey; for each of these 

actions, the artisans were asked to define the main challenges and opportunities they would 

have identified, and design service features needed to fulfil them. This tool was designed to 

help the participants express themselves through sketches and words and to think visually, 

so that they could generate ideas, find potential pain-points and evaluate alternatives. Key-

frames and captions were used in order to identify a precise sequence of users’ needs as the 

basis for the design of an effective series of touchpoints. This template allowed to quickly 

make the concept (with its atmosphere, experience and context of use) more tangible.  

Thanks to the collaborative attitude of the workshop participants, in this study it was sought 

to take a step further from the previous one and introduce the development of a social 

business model. Drawn from The Young Foundation (2012), a social business model canvas 

(Figure 6.11c) was used to identify the key beneficiary segments of the service, build a 

rationale for people to tap into it, as well as to think and communicate the social impacts and 

business model behind the service. This tool was chosen to define the service implementation 
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in terms of activities to deliver and resources to put into place, as well as partners aiding the 

service delivery, and sales and marketing plan to reach the customers. This tool was also 

used to help the artisans in framing their social value proposition, that is to say the positive 

difference they intended to offer to their community and the meaningful societal impact they 

aimed to make. The artisans were also asked to consider some key issues regarding the 

market, for instance identifying customer segments benefiting from the service, macro-

economic, social and technological changes impacting the current and future markets, as well 

as different competitors playing in the same space. Finally, the social business model canvas 

encouraged the artisans to think about the finances involved in the co-designed service, i.e. 

the cost of delivery, the surplus to be reinvested, and the revenue.  

Finally, in line with the emancipatory purpose of this participatory research, a manifesto was 

co-designed with the purpose of outlining the key values unifying the community. Adapted 

from the previous case study, the tool represented in Figure 6.12 was used to encourage the 

artisans to collectively reflect and outline key values to be shared among their collective and 

used to assess the sustainability of the service at later stages. The artisans were photographed 

while holding the poster accompanied with the hashtag #OurManifesto; this outcome was 

shared on social media (Facebook, Instagram, Twitter), to engage a wider audience, as a form 

of activism campaign.   
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Figure 6.10. ‘Challenges/Opportunities’ (top); ‘Design Direction’ (Centre); ‘#OurFutureDirection’ (bottom) tools. 



Cape Town Case Study 

 

201 

 

Figure 6.11. ‘Stakeholders Map’ (top); ‘Service Storyboard’ (centre); ‘Social Business Model Canvas’ (bottom) 
tools. 
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Figure 6.12. ‘Manifesto’ tool. 

6.2.6.2.   Co-creation Workshop: Data Analysis 

The co-creation workshop was documented via photo and audio; the audio recording was 

transcribed (Appendix 4K) to enable thematic analysis of the data collected, following the 

method outlined in section 3.8, as per Miles and Huberman (1994). The messy data collected 

on the above-described templates via Post-it notes was also subjected to a process of analysis 

to induce key themes. The participants’ contribution was analysed according to the following 

themes derived from the data captured on the given tools: challenges, opportunities, design 

directions, future direction, stakeholders, service proposition, social business model, values 

(Table 6.9). Moreover, adopting a data-driven inductive approach (Robson, 2002), several 

sub-themes emerged from the data collected, as discussed throughout section 6.3.5. 

Furthermore, a model (Figure 6.42, section 6.3.6.6) was drawn to summarise the key insights 

that emerged from the process of co-designing situated services for sustainable futures. 

Finally, at the end of the workshop, the participants completed a feedback questionnaire 

(Appendix 4L), providing insights for reflection and outlining recommendations for further 

investigation. This aided a parallel process of self-reflection that was carried out by the 

researcher with the goal of evaluating whether the aim and objectives of this study were met. 
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Table 6.9. Coding system used for the analysis of the data collected at the co-creation workshop. 

Theme Description 
Challenges Contextual factors hindering the transition towards a sustainable future 

Opportunities Contextual factors enabling the transition towards a sustainable future 

Design Directions Opportunities for reframing the problem into a viable design direction 

Future Direction Direction framed to encourage the transition towards a sustainable future 

Stakeholders Target stakeholders to support the chosen strategy 

Service Proposition Service features needed to enable the implementation of the future strategy 

Social Business Model Business plan of social enterprise supporting the service implementation 

Values Values shared by the community to assess the sustainability of the service 
 

6.2.7.   Stage 6: Roundtable Discussion 

A roundtable discussion was conducted as an engaging event, a ‘farewell activity’ (Meroni et 

al., 2013), meant to address the issue of the ‘exit strategy’ before the researcher left the 

community in Cape Town and encourage the artisans to take ownership of the intervention 

and progressively become independent of the designer (Figure 6.13).  

 

 

Figure 6.13. Roundtable discussion held at 75 Harrington. 

6.2.7.1.   Roundtable Discussion: Procedure 

This research stage involved thirty-five stakeholders, such as artisans, suppliers, retailers, 

design educators, members of support organisations, and creative industry consultants (Table 

6.2, section 6.2.1). Those stakeholders were invited via email (Appendix 4M) to the session 

‘Weaving the Threads of Cape Town Artisanal Fabric’ conducted at 75 Harrington (i.e. a co-
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working space for local creative businesses affiliated with the international Maker Library 

Network) on 15th June 2016, following the schedule outlined in Appendix 4N. The purpose 

of this session was to showcase the outcomes of the study (as per the slideshow reported in 

Appendix 4O) and co-design an action plan to support the implementation of the service 

proposition outlined with the artisans, using a suitably designed tool (Figure 6.14). This 

template was designed to prompt the participants to identify, for each action, the motivations 

to drive them, the resources to use, the expertise to be offered by different stakeholders, a 

possible layout of activities and a timespan. Such an action plan was meant to help the 

stakeholders think through all the logistics of the project at the outsets, yet in a flexible way, 

to allow for the service features to change over time. Through the roundtable discussion, the 

researcher intended also to make clear his role and responsible practice, based on 

transparent communication with the participants around the ethics of his design intervention. 

Figure 6.14. ‘Action Plan’ tool. 

6.2.7.2.   Roundtable Discussion: Data Analysis 

The roundtable discussion was documented via photo and audio; the recording was 

transcribed (Appendix 4P) and complemented the raw data captured at the session (Figure 

6.35, section 6.3.6). Following the method outlined in section 3.8 in the Research 

Methodology chapter, the data collected was thematically analysed. No a priori codes were 



Cape Town Case Study 

 

205 

adopted, but the researcher followed a data-driven approach to generate themes (Robson, 

2002). The key issues (i.e. aesthetic, technology, collaboration, promotion, legacy) emerging 

from the analysis of the data collected at the roundtable discussion were themed as per Table 

6.10; the findings of this analysis are presented in section 6.3.6. Finally, self-reflection 

throughout the Participatory Case Study was carried out in order to corroborate and enrich 

the framework (discussed in section 6.4) and identify recommendations for further enquiry.  

Table 6.10. Themes emerged from the analysis of the data collected at the roundtable discussion. 

Theme Description 
Aesthetic ‘Glocal’ style to embed into meaningful textiles 

Technology Tension between traditional handmade and digital technology 

Collaboration Synergies across stakeholders to address collective aims 

Promotion Collective exhibition for disrupting the status quo 

Legacy Local assets to facilitate follow-up actions 
 

6.3.   Results 

The following sections present the results of each stage of this study, identifying contextual 

findings about Cape Town textile artisanship, and general implications for service design.  

 

6.3.1.   A Service Design Process Tailored to Textile Artisans 

The pilot workshop with local Surface and Fashion Design students allowed testing the tools 

and methods and tailoring the process to those who would become the future generation of 

textile artisans. The participants’ feedback suggested that the workshop helped them apply 

their textile design skills to develop entrepreneurial ideas, outline service-systems to support 

their product concepts, and think throughout the touchpoints of their offering, building a 

holistic and user-centred approach to innovation.  

 

“I like the fact that you challenged us in a way that we would have never thought of 

conducting our future businesses, e.g. in terms of sustainability, and contributing to local job 

creation” (Student). 

 

The participants appreciated the opportunity to enact the ‘double diamond’ process (Design 

Council, 2011) as a way to learn service design theory through practice, in a participatory 

way by cross-pollinating skills among team members. Such an approach challenged the 

participants to investigate in greater depth the value proposition behind their concepts and 

be more mindful of contextual issues. Overall, the participants found service design very 
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necessary to tackle the complex socioeconomic challenges of their local context in a strategic 

and systemic way and asserted that the workshop was meaningfully designed to encourage a 

transition towards a sustainable future, as expressed in the manifesto in Figure 6.15.  

Figure 6.15. Manifesto capturing the reflections of the participants in the pilot workshop. 

Beyond the methodological insights gained on the research process, the pilot also aided the 

participants in collaborating and drawing on their textile design and making skills to develop 

service propositions for sustainable futures (Figure 6.16).  

Figure 6.16. One of the three service propositions developed at the pilot workshop. 
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Evidence of the impact of the pilot was found in the fact that one graduate student decided 

to build her final project on the concept developed during the workshop; she facilitated life-

drawing sessions in the Kirstenbosch botanical garden with children from a local orphanage 

and gained user-centred knowledge relevant to initiate a textile-related social innovation 

project. One lecturer started collaborating with CDI to run workshops with students on the 

topic of community development. Overall, most of the outlined service propositions took 

into consideration the wider systems implications of the sociocultural contexts in which they 

were situated, encouraging taking actions for change, as stated by one lecturer who assisted 

the researcher during the workshop. 

 

“You have helped these individuals to realise that we live in a world governed by systems. 

By identifying and understanding these systems, you uncover problem areas within your 

scope/discipline, and you utilise your learned skills to address the problems. This is a 

transformation for any individuals who are not stimulated and do not value the skills they 

are taught” (Educator). 

 

6.3.2.   A Challenging Context: Resource Constraints as a Trigger for Emerging 

Printed Textile Artisanal Businesses 

Through design ethnography, it emerged that Cape Town used to be a textile-manufacturing 

cluster, but for the last decades, most of the production has been outsourced due to the lack 

of investments in technological innovation compromising the competitiveness of the local 

industry against manufacturers in the Far East. The context immersion evidenced that only a 

few fabric manufacturers are still active locally, therefore textile artisans struggle to find new 

suppliers for their collections and are in need of increasing support from organisations in 

order to sustain their current businesses and overcome the high market competition.  

 

“Increased support for, and awareness of, local brands are needed to sustain existing jobs 

and create new employment opportunities for the South African textile and fashion industry, 

currently struggling to deal with competition from abroad” (Support Organisation 

Member). 

 

On the other hand, resource constraints have mobilised local creativity and triggered artisans 

to start up businesses around printing on available base cloth in order to personalise and 

differentiate their products over local as well as overseas competitors. In particular, screen- 

and block-printing were identified as the most meaningful textile techniques locally, due to 
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both their contribution to job creation (against digital printing leading to unemployment) and 

to growing consumers’ interest for artisanal products. In fact, an increasing number of local 

designers started approaching artisanship as a way to overcome the loss of local heritage and 

develop a contemporary aesthetic, overlapping with arts, to produce artisanal textiles, used 

both for homeware and apparel, as explained in local media, such as the newspaper article in 

Figure 6.17.  

Figure 6.17. Local newspaper article by Mary Corrigall documenting the rise of artisanal fashion businesses 
focused on drawing on art and local aesthetics to generate original prints differentiating their products in the 
‘glocal’ market. 

The context immersion allowed understanding that the current upsurge of artisanal 

businesses grounds its roots on the social and political drawbacks of the Apartheid. At that 

time, laws were deployed to divide people by their race, moving black men and making them 

work in gold and diamond mines or sugar cane plantations, while increased levels of poverty 

and HIV had deadly impacts on rural families. During the Apartheid, only a few black people 

born from families of farmers or domestic workers could uplift themselves in the social class, 

and only the current generation has achieved more freedom to pursue a creative career. 

Within this context, this investigation allowed gathering insights on deep social inequalities 

between the minority of white women (who are in a privileged position to start up artisanal 

businesses, since they are supported by their families or receive income from other jobs) 

against the majority of black artisans at the bottom of the pyramid (living in ‘townships’, i.e. 

South African slums, and experiencing daily violence). 
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“There is a social crisis. There are a lot of white women, but the rest of black people does 

not have the basic skills that everybody needs to bring them at the same level. We are 

privileged; we need to bring others up” (Artisan). 

 

The study helped identify the lack of efficiency of governmental support to empower 

marginalised artisans and contribute to the sustainability of artisanal manufacturing and retail 

in wicked contexts such as townships. The participants stressed the need for ensuring safe 

transport and infrastructures in order to allow these people to travel and attend development 

workshops in urban areas. Furthermore, although some social enterprises in townships (e.g. 

Philani) have been the object of research for a long time, there was shortage of effective 

service delivery, and therefore the managers have become cynical about the potential impact 

of design for social innovation in this context. Overall, the context immersion contributed to 

unpacking social problems, faced from the perspective of the unemployed (to enter the job 

market), black people (to overcome social inequalities), white business owners (to grow their 

businesses), social enterprises (to enhance their social impact) and the government (to 

improve its service provision). With this in mind, the participants discussed that co-designing 

a situated service innovation would have implied tackling cultural issues (e.g. racial 

segregation, competitive business mind-sets, consumers’ appreciation of the handmade over 

the digital), a widespread sense of ‘lack’ (of supplies, manufacturers, customers, information, 

trust, employment), access (to capital, resources, training, infrastructures) and inefficiencies 

within the formal sector.  

 

6.3.2.1.   Implications for Service Design: The Role of the Designer as a 

Cultural Insider 

The findings from this research stage highlighted the need for the designer – tackling complex 

social challenges such as those identified before – to be sensitive to the local culture when 

approaching a community. Adopting a phenomenological approach allowed the capturing of 

sociocultural factors mostly overlooked by top-down organisations when designing services 

and strategies to aid diverse artisans. Using methods drawn from ethnography – such as 

participant observation and unstructured interviews – allowed the researcher to establish 

inclusive relationships within a context and tailor the scope of his intervention to the bottom-

up needs and aspirations of the artisans. Moreover, being an outsider yet immersed in the 

context was recognised as a success factor for achieving local impacts. 
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“You are doing a great work, as a favour to CTFC [Cape Town Fashion Council] and CDI 

because they are busy and don’t have much funding, so topics get overlooked. It is an area 

they work in, but which has not been explored enough. It is valuable having someone coming 

with an outside eye. Research gives accreditation to local people; it brings academic value 

and social impact” (Artisan).  

 

The researcher intended to set up a sampling strategy as inclusive as possible, and co-design 

a grassroots social innovation with a wider impact across diverse sociocultural clusters, but 

he had to face ethics and safety issues, as well as the difficulty in accessing vulnerable 

participants. In fact, only one social enterprise (i.e. Township®, focused on empowering 

marginalised black women) accepted to participate in the study; as a result, a demand for 

more effective aid programmes emerged, and a need for designing social innovations in this 

context was emphasised. Throughout the scoping activity, the researcher sought a 

‘gatekeeper’ to get access to participants and activated a human chain of contacts to recruit 

artisans genuinely motivated to take part in the study. He started engaging the artisans 

matching the sampling strategy and available to take part in the study within the given 

timeframe; over the course of the study, other artisans joined too, making the group 

organically evolve. Furthermore, to overcome the researcher’s difficulty in accessing artisans 

at the bottom of the pyramid (working for businesses managed by privileged white women, 

but unable to access development programmes), the participants discussed the opportunity 

for themselves to act as ‘cultural insiders’, i.e. mentors training marginalised people to apply 

their making skills in entrepreneurial projects aimed at overcoming their vulnerable condition.  

 

“If we, as a group, mentor somebody else, we could contribute to a change. It is difficult to 

reach these people, but if we train one person per business, then we will make a difference. 

This is a slow way of change” (Artisan). 

 

As an outcome of this stage, a contact spreadsheet of potential stakeholders to engage in the 

study was created and continuously updated throughout the research. Participants matching 

the sampling criteria outlined in section 5.2.1 were recruited, both via email and through 

personal visits. Finally, after having recruited the study participants, the research methods 

were tailored to fit the artisans’ backgrounds.  
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6.3.3.   The Fragmented Stories of Diverse Textile Artisans in Cape Town 

Through storytelling, the researcher captured the diversity of the sector, from a cultural, 

social, environmental and economic viewpoint.  

Among the eight artisans participating in the storytelling and sensemaking stages of this study 

(Figure 6.18), Jane Solomon describes herself as a textile designer, artist and activist. She 

started her business during the times of Art College with Jann Cheifitz, printing political 

messages on t-shirts and banners in her father’s garage. Over time, without much capital 

investment, the two friends set up a studio and a shop, from where they started also selling 

abroad. Nurturing creativity has always been the main driver for Jane to engage in textiles 

design and in facilitation of group-work (e.g. body mapping using art therapy), with the aim 

of shaping a better fabric of the nation (hence, the business name Fabricnation). Nowadays, 

Jane enjoys managing her independent business, but she balances her isolated condition 

through collaborating with graphic designer Jann, and building a network of suppliers, such as 

Marcia (who does CMT from home), Imaterial (who provides the printing), Porcupine Rocks 

(who works as a sales agent in London), and CDI (of which Jane has been a member for a 

long time).  

 

“It is nice to be an independent entrepreneur, but you can feel quite isolated if staying on 

your own. For me, relationships are important, and collaborations are drawn out of necessity, 

shaped by myself. […] Over a period of time, paying on time, being reliable and professional 

made a huge difference” (A1).  

 

In Woodstock, the creative neighbourhood where Jane Solomon maintains her studio, she 

uses to share business experiences with Natalie du Toit, founder and director of Indigi 

Design. The business has expanded over time, and now includes a large showroom and a 

factory with CMT equipment. Natalie has learned to solve textile-printing issues on the job 

and gained business skills by doing; she feels confident in textiles but emphasises the 

importance of being in a constant learning process and surrounding herself with a network 

of trustworthy people. Throughout her business journey, Natalie has built collaborations with 

six other people working at Indigi Design: two in the showroom and four in the factory. 

Natalie has been very committed to shape a happy environment to work in, with regular 

meetings to openly discuss any issues. Natalie confirmed the common challenge for Cape 

Town textile artisans to find local supplies, since they all buy fabrics from Cowie Trading, 

which actually imports the fabric from the Far East and only does the finishing in the Eastern 

Cape province. Technological limitations were also identified in the fact that all the local 
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textile artisans have their fabrics printed by Imaterial, which, however, offers poor customer 

service and a low production quality.  

 

“It has taken some time to build relationships within my team, but now I feel that everything 

is well put together. […] It is important to have a support system and be in an always-

learning place. […] It is hard to differentiate yourself in a sector where everybody uses the 

same base cloth. […] The printing company has the monopoly, and a really bad service; we 

have major quality issues with them, but we are stuck” (A2). 

 

Tracy Rushmere from her home in Bo Kaap, the Muslim neighbourhood in Cape Town, 

manages her business Shine Shine. The designs are developed by independent graphic 

designer Heidi Chisholm, originally from Cape Town, but currently based in New York, from 

where she collaborates via email and Skype with Tracy. In the past, Tracy was a member of 

the Threadcount collective, initiated by Heather Moore from Skinny LaMinx, as a support 

system with the purpose of sharing information across artisans. Through word of mouth, 

Tracy has built a great collaboration with one seamstress, who does the CMT from her home. 

Tracy is a member of CDI, although not very active, and does not receive support from other 

local organisations, but she collaborates more with international partners, like in the case of 

SAWA Shoes. Tracy emphasises the challenge of running a textile business in Cape Town 

due to resource constraints; in fact, the fabrics supplied by Cowie Trading have inconstant 

quality, and the full coverage rotary printing is also problematic due to the closure of several 

local factories. Tracy acknowledged her weakness in marketing and social media, which, 

however, is her own conscious choice not to optimise, due to her desire to keep the business 

at a small size, which is sustainable for her.  

 

“The Threadcount collective was a good support system; if I needed information, Heather 

would have given it to me, and vice versa. We shared whatever we needed. […] Surviving 

in the South African textile industry is incredibly difficult. […] It’s hard to find someone who 

will do rotary printing. […] I don’t do much marketing because I don’t want the business to 

be bigger than me; it’s the perfect size as it is” (A3). 

 

Among the other study participants, Skinny LaMinx is an artisanal studio whose style is 

influenced by African, Japanese and Scandinavian cultures; the business is inspired by different 

keywords every year (e.g. ‘enjoyment and generosity’ were embraced in 2016). Skinny LaMinx 

was funded by designer and artisan Heather Moore who, together with her business partner 
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Pearl Thompson, created an in-house team of seamstresses and provided them with a 

pleasant space to work in. Skinny LaMinx is built upon long-lasting work relationships and a 

horizontal community, where everybody has ownership and responsibility over her own role 

and is given opportunities to grow professionally. 

 

“The important side of the business lies in designing and making, but also in being 

responsible for a lot of other people’s livelihoods and having created a space where 

everybody enjoys working and feels invested in the story, with pride” (A4). 

 

In Muizenberg, David Bbellamy draws inspiration from nature, birds and water; he works in 

his studio together with Nicky, hand-painting and block-printing on fabrics, sometimes 

embellished with embroidery, and used for homeware and apparel. Not far from Bbellamy & 

Bbellamy, Lichen & Leaf is a solo business, started in 2015 by Cynthia Edwards, a print-maker 

and slow fashion enthusiast. Nicole-Marie Iresch, originally French, moved to Cape Town 

where she set up Township®, a not-for-profit organisation, working with eight cooperatives 

for the empowerment of artisans in the Khayelitsha township. The designs were created by 

Parisian students, and clothes are made in Cape Town and sold at the Watershed shopping 

mall, where two artisans, Ethia and Anelisa, also do embroidery and crochet. Finally, Lungiswa 

Joe, after working at the Craft and Design Institute, decided to set up her solo artisanal 

business, TryAnglez, first renting a co-working space in 75 Harrington, and currently working 

from her studio flat, creating patterns, which are then produced in larger scale by a black 

seamstress.  

Detailed findings from each of the eight artisanal businesses participating in the storytelling 

study were displayed in eight tables; a sample is reported in Appendix 4Q, showing the 

participants’ input on holistic sustainability issues related to their businesses.  
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Figure 6.18. Printing textile artisans participating in the storytelling stage of the Cape Town Case Study. 

Overall, it emerged that the Cape Town’s artisanal sector is interwoven by a variety of 

independent businesses and social enterprises, working with larger communities engaged in 

making homeware and artisanal fashion products. Their main challenge is finding local fabric 

manufacturers, as well as skilled CMTs, because this information is held by individualistic and 

competitive business mindsets. On the other hand, the artisans identified an opportunity to 

share their knowledge and collaborate towards open innovation, contributing to making Cape 

Town become a reference hub for textile-making.  

“The biggest challenge is finding people, because it requires a lot of training and mentorship. 

There are many organisations, not-for-profit and commercial ones, but they need systems 

and service design. Sharing information, online and for free, would make much sense” (A5). 

6.3.3.1.   Implications for Service Design: The Role of the Designer in 

Storytelling 

This research stage enriched an understanding of the role of the designer as story-listener 

and story-teller; this entailed actively listening to the artisans’ stories, in order to interweave 

fragments of their practices into new and compelling narratives. Adopting a 

phenomenological approach, the design researcher aided the artisans in constructing their 

own narratives and elicited sociocultural factors around each business. Diverse local cultures, 
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interwoven with international influences, were identified, such as the bold and colourful 

patterns designed by Shine Shine as a creative reinterpretation of icons of pop culture, 

opposed to the more thorough conceptual process undertaken by Jane Solomon to develop 

her heritage prints. Mapping the diversity of the businesses contributed to framing unique 

value propositions for each business, which felt there was no need for competing with each 

other and started to overcome the initial resistance to collaborate. For instance, the artisans 

expressed their willingness to join a co-creation workshop as an opportunity to share their 

stories and learn from each other.  

Storytelling also allowed drawing from past experiences to address the challenges currently 

faced by the artisans, and open up new opportunities for the future, through a reconfiguration 

of locally available assets and relationships. For instance, the Threadcount collective was 

discussed as a community of practice initiated by four local businesses with the common 

purpose of sharing resources, knowledge and experiences, with the potential to be re-

activated. The participants also gained new insights about potential connections they could 

build (e.g. in order to address the need for retail spaces or improve their communication 

strategies, like in the case of Lichen & Leaf).  

The storytelling cards supported the researcher in combining interview questions with 

observations of relevant elements (e.g. materials, tools, spaces) found in the artisans’ 

workspaces. For example, conducting the interview in both the office and the studio flat 

where Lungiswa Joe runs her business allowed yielding insights on the places of her work 

routine and link the practices behind the business TryAnglex with narratives about the social 

life surrounding the artisan. Adopting an anthropological lens allowed the researcher to also 

observe the care for production management at Skinny LaMinx and facilitate an understanding 

of the practices of quality control pursued by the employees, reconnecting their hands and 

their minds, with the passion for their work.  

Being an outsider helped the researcher to ask some questions about contextual elements 

which were new to him, and encourage the participants to elicit their tacit knowledge, so 

that he could gain a deeper understanding of the artisans’ stories. Natalie du Toit was 

stimulated to think about the production volumes of Indigi Design and expressed her desire 

to gain a better awareness of the economic sustainability of her business. Moreover, Jane 

Solomon was particularly familiar to storytelling due to her experience as a facilitator of body 

mapping workshops; by reflecting on her past, she gained a greater awareness of her 

achievements and felt more motivated towards the future.  
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“With storytelling and body mapping you put all your story out there, you get feedback, and 

you gain new insights. Sometimes, I do also mind maps about my business. It is actually quite 

nice to look back at my past and realise how much I have managed to achieve” (Artisan). 

 

As a result of participating in the storytelling, the artisans felt valued and of interest to an 

international research project; they became strengthened and grateful to the researcher 

making their voices heard and visions articulated. Furthermore, they shared the 

documentation of their participation in the storytelling study on social media (Figure 6.19) as 

a way to raise local citizens’ and stakeholders’ awareness of the need for a collective action 

towards the sustainable future of the textile industry.  

 

 

Figure 6.19. Social media post by Indigi Design proud to participate in the study. 

The participants emphasised the impact of this study in their context and its original 

contribution to fill a gap in the lack of research by local organisations to develop services 

addressing the artisans’ needs. Despite the abundance of textile skills in Cape Town, this 

stage shed light on the difficulty in accessing artisans – especially those working from home 

– and emphasised the need for the designer to find a gatekeeper. In this regard, Nicole-Marie 

Iresch enabled the participation of two black craftswomen working for her social enterprise; 

they contributed to the study by telling their stories from the perspective of those living in a 

township. Overall, acknowledging the artisans’ contribution, sharing the knowledge co-
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created and providing further insights were recognised as good practices to keep the 

participants valued and engaged throughout the process. 

Finally, in order to overcome the unawareness of most of the general population about the 

textile artisanal businesses in Cape Town, the findings were showcased in the form of a 

photo-story, which captured, by means of photographs and a diary-like text, the stories of 

the artisans (Figure 6.20). In particular, the researcher decided to design one collective photo-

story with the intention to set the basis for a service platform aiding the artisans in sharing 

knowledge across businesses. Further details of the photo-story can be found in the page 

spreads presented in Appendix 4R. The photo-story was also publically published in Issuu.com 

(https://issuu.com/francescomazzarella/docs/storytelling_with_textile_artisans_) in order to 

make the businesses known by a wider audience of stakeholders, overcoming the 

marginalised conditions of the artisans.  

 

“Textiles are a big theme in South African design, and it is nice to show people about South 

African designs” (Artisan). 

 

 

Figure 6.20. Photo-story ‘Storytelling with Textile Artisans in Cape Town’. 

6.3.4.   Cape Town Textile Artisans’ Holistic Meaning of Sustainable Futures  

The sensemaking sessions helped the artisans frame their visions for the future and make 

sense of the concept of sustainability from a social, cultural, economic and environmental 

perspective. Before envisioning sustainable futures, it was important to discuss what the word 

‘sustainability’ meant for the artisans within their context, acknowledging both intrinsic and 

instrumental values, from a micro to a macro level, as represented in Figure 6.21 drawn by 

the researcher to summarise the artisans’ visions for sustainable futures.  
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Figure 6.21. ‘Sustainable futures’ concept unpacked by the artisans throughout the sensemaking sessions. 

Engaging with substantive and ethical values was deemed necessary for steering a positive 

action towards human flourishing. 

“For me, sustainability does not refer to cash necessarily, but to a future that keeps me 

stimulated, as an artisan, to be happy. It means also empowering other people, especially 

craftswomen, to sustain themselves economically” (Artisan). 

Through the sensemaking, the artisans expanded the sustainability discourse from 

conventional economic or environmental concerns to also include personal and social 

meaning within the quadruple bottom line of sustainability. They reframed the notion of 

sustainable development as a challenge to enhance participation of individuals within their 

communities towards social cohesion. From this viewpoint, the artisans were better able to 

relate to sustainable practices as something they could closely refer to, and take action 

towards their community wellbeing, without feeling overwhelmed by wider environmental 

issues.  

“Sustainability means being responsible, connected to the world, in a way that your creations 

shape the world around you. I ask myself all the time whether what I am doing is not in 
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isolation, but it is something bigger, benefitting my community, and eventually the world” 

(Artisan). 

 

The importance of artisanship was also acknowledged as a way to preserve cultural heritage 

and convey it from generation to generation. This was recognised to be a timely issue 

especially in South Africa, where diverse cultures coexist; in this regard, the artisans argued 

for the need of support from governmental and educational bodies to preserve a diverse 

cultural heritage.  

 

“Educating people about craft skills is a contribution to sustainability, as it raises people 

economically. […] It is a matter of meeting basic needs first, and then creating local jobs 

through craft production” (Artisan). 

 

The artisans also argued for a mindset shift and expressed their vision to minimise 

consumption of resources and ecological impacts and shape a slow fashion targeted to 

mindful consumers.  

 

“For me, sustainability lies at an environmental level, in cutting down resources. Now I am 

finding a channel for it: slow fashion” (Artisan). 

 

Such a form of activism (repositioning the focus of design on individual, sociocultural and 

environmental well-being) was envisaged to contribute to transitioning towards a more 

sustainable future. At a macro-level, the artisans envisioned to set up alternative business 

models in order to achieve an organic and slow economic growth of their country.  

 

“Our contribution to a sustainable future would be the economic growth of the country” 

(Artisan).  

 

However, the notion of growth was perceived as challenging, because scalability of businesses 

(to meet customers’ requests for bigger orders) often compromises the artisans’ care for 

material waste, human resources, etc. To overcome this issue, the artisans acknowledged the 

importance of being mindful of the impact their actions have on people and the planet, while 

having a profitable business, and finding alternative ways to achieve a balance. 

 



Chapter 6 

220 

“In our business, we do not use the word ‘sustainable’ much. Our business grows very 

organically; slow is a sustainable way for us” (Artisan). 

6.3.4.1.   A Collective Vision for Socioeconomic Flourishing 

The analysis of the artisans’ visions for a sustainable future resulted in a strong call for 

economic and social change, as visualised in Figure 6.22. The artisans expressed their wish 

for an organic growth in the international market, by building a network of like-minded 

businesses. Aiming towards a balance of people, planet and profit, the artisans shared the 

vision for making the local economy flourish in order to contribute to job creation and 

perpetuate heritage textiles into future generations, supported by an enabling ecosystem.  

Figure 6.22. Results of thematic analysis of Cape Town Textile Artisans’ visions for the future. 

Building on the visions for the future discussed before, the researcher fostered the artisans 

to reflect on how their businesses could evolve, weaving some connections between their 

current practices and future trends. The individual artisans’ responses to the trends were 

classified in chronological order, from the present, to the near future, and distant future. The 

findings were then collated into Table 6.11, summarising the responses collected across 

businesses, and highlighting the frequency of data.  
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Table 6.11. Trends reframed by the artisans into practices in the present and near or distant future.  
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The findings from the study contributed to contextualising the theoretical proposition for 

sustainable futures developed through the Scoping Study (chapter 4). For instance, the 

potential for redistributed manufacturing in Cape Town was identified in the local upsurge of 

makerspaces, such as the Maker Library workspace. The participants also highlighted that 

most of the local businesses already embrace flexible production, as in the case of Skinny 

LaMinx, producing customised fabrics on demand for interior decorators. Circular economy 

principles were identified in some businesses, like Photoganic, which uses sustainable hemp 

fabrics locally supplied by Hemporium and applies natural dyes on them. Premises of 

alternative economic models were spotted in local experiences of pop-up swap shops, like 

The Street Store event. Moreover, the study highlighted that most of the businesses already 

approach slow fashion, embedding locality, know-how, quality, and longevity in their artefacts; 

for instance, Mark Rautenbach is engaged in knitting in public spaces to raise consumers’ 

awareness through participatory events like [Terror]Tory. Some digital fabrication 

experiences were identified in the exhibition of samples of 3D printed garments at the Bokeh 

Fashion Film Festival 2016. A large trend in social entrepreneurship was identified in the 

emergence of community development organisations, such as Hearthworks, founded by 

Margaret Woermann leading an enterprise focused on women’s empowerment in townships. 

Finally, the Craft and Design Institute (CDI) was recognised as an example of an enabling 

ecosystem providing creative, business and market support to local artisans.  

Overall, the artisans generated numerous insights around workable practices that they could 

have developed to transition towards sustainable futures, contributing to making their 

abstract visions become a reality. The ideas generated through each sensemaking session 

were clustered around eight themes (i.e. support system, marketing, supply chain, making 

skills, product, business, consumer, production) related to the future trends reframed by the 

artisans. Table 6.12 summarises the ideas collected across all the businesses and prioritised 

according to the frequency of the data. 
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Table 6.12. Ideas for the future generated through the sensemaking sessions. 

Theme Ideas Frequency 
Support System Open access database  5 

Marketing 
Storytelling 

4 
Social media (Instagram, Facebook)  

(Collective) showcase  

3 

Supply Chain Remanufacturing 

Making Skills Skills sharing (workshops)  

Product One-off bespoke products  

Business Collaboration and co-design  

Support System 
Talks for sharing experiences  

Social enterprise (empowerment)  

2 

Grants, sponsors  

Consumer Customer service  

Production Team (in-house CMT, intern, middle manager)  

Business Workshop facilitation  

Product New/re designs  

Marketing 

Photo shooting  

Network of boutiques 

1 

Kickstarter campaign  

Activism campaign 

Guest speaking on TV  

Export 

Fair re-pricing  

Online shop  

Branded packaging  

Production 
Shared production manager  

KPIs for staff and suppliers  

Digital printing on 3D fabrics  

Business 
Action plan and regular reviews  

Seasonal business management  

Efficiency (time management, decision making)  

Support System 
Peer-to-peer support group  

Network of artisans  

Making Skills Regular training of staff  

Supply Chain Transparent Supply Chain 
 
 
6.3.4.2.   Implications for Service Design: The Role of the Designer in Making 

Sense of Sustainable Futures 

This stage highlighted the sensemaker role played by the design researcher, facilitating the 

artisans to make sense of the concept of a sustainable future in relation to their own realities 
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and subjectively construct their own visions for the future, in line with the interpretivist 

paradigm of this research.  

“It was good to hear my own voice articulating visions and challenges and how to make my 

visions become real” (Artisan). 

Instead of proposing theoretical ideas from a top-down perspective, the design researcher 

linked the future trends to some contextual insights drawn from the data collected through 

storytelling, encouraging the artisans to reframe these concepts in a way meaningful to them. 

For instance, within this context, ‘redistributed manufacturing’ was perceived as a trend 

towards outsourcing, contributing to increasing unemployment and compromising the local 

textile industry; instead, the artisans preferred reframing it as ‘re-localised manufacturing’.  

The tools (Figure 6.23) and the cards designed for this purpose were deemed a good trigger 

for thinking creatively, going back and forth between past experiences and future trends. 

Using photos of other case studies was avoided not to distract the participants’ thinking; 

ultimately, keywords resulted to be the best option, as they were left open to the artisans’ 

interpretation. Overall, not all the trends or keywords were meant to be discussed, yet the 

artisans were free to pick the ones meaningful to them, and eventually reframe some issues 

to make them more resonant with their own businesses. In this regard, some artisans fully 

understood the sensemaking process and responded with their own ideas for a sustainable 

future, without needing any external input; others commented that they constantly think 

about such issues during their work routine; and some artisans asked for the meaning of 

some of these topics, as they were willing to learn new concepts or reframe their own 

practices in novel ways.  

“When I first saw the ‘What If…’ template, I did not know how to approach it, but with 

your help, it made sense how to fill it” (Artisan). 
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Figure 6.23. Samples of raw data collected on the ‘What If…’ and ‘Ideas Generation’ tools. 

Sensemaking was deemed an effective method to help the artisans overcome their initial 

resistance to innovate and start thinking more creatively about the future. For this purpose, 

the design researcher facilitated the participants to unpack the concept of ‘sustainable 

futures’, expanding their understanding from overwhelming environmental issues to also 

include economic concerns, and articulating their motivation to achieve social and cultural 

sustainability. Envisioning how their businesses could have been improved in the future, the 

artisans increased their awareness of the impact of their actions upon the shaping of 

meaningful social innovations.  

 

“The future trends activity was incredibly insightful. It was difficult at first, but then you 

brought it down at our level. We have to think beyond what we do today otherwise we are 

stuck. We do not look forward enough” (Artisan). 

 

In line with the emancipatory nature of this participatory research, the participants’ visions 

for the future were captured in posters, which worked as empowerment tools for the 

artisans to become agents of their own alternatives. Furthermore, collecting photos of the 

artisans holding their posters contributed to building an activism campaign on social media; 

the artisans’ visions were shared accompanied by the hashtag #mysustainablefuture with the 

aim of reaching out to a wider audience and triggering a collective action (Figure 6.24).   
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Figure 6.24. Social media post by one of the artisans showcasing her poster #OurSustainableFutures together 
with that of other businesses. 

6.3.5.   A Situated Service Proposition for the Sustainable Future of Cape Town 

Textile Artisans 

The understanding of the artisans’ past and present practices, as well as the visions for 

sustainable futures outlined before, informed the co-design of a situated service proposition. 

Using the tools described in the Methods section 6.2.6.1, the artisans contributed data to the 

given templates (Figure 6.25). Due to the participatory nature of this research, the thematic 

analysis of the data collected at the co-creation workshop focused more on the collective 

knowledge generated through group discussion rather than on the frequency of the individual 

contributions of diverse participants. Both the contextual findings from the co-creation 

workshop with Cape Town textile artisans and the implications for service design are 

presented in the following paragraphs.  

 



Cape Town Case Study 

 

227 

 

Figure 6.25. Raw data collected on the co-creation workshop tools. 
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6.3.5.1.   Challenges to Achieve a Sustainable Future 

The artisans participating in the co-creation workshop discussed the challenges to achieve a 

sustainable future; as a result of the analysis, the following themes (i.e. business, marketing, 

making skills, supply chain, support system, production, consumers) were identified and 

prioritised according to strength level. Figure 6.26 was drawn by the researcher to visualise 

the results of the thematic analysis of the data collected in this initial co-creation activity.  

Figure 6.26. Challenges for Cape Town textile artisans to achieve a sustainable future. 

The artisans discussed the challenges posed by the closure of crafts colleges and the lack of 

youth interested in working in artisanal businesses, leading to a generational gap in the sector. 

This has led to the progressive disappearance of heritage artisanship and local material 
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culture, making it difficult to find skilled people. Other challenges identified were the efforts 

required for raising makers’ skills up to quality standards and the lack of follow-up 

programmes after skills training. Moreover, the participants acknowledged that textile 

production is endangered by the closure of local mills, and consequently by the rising cost of 

local manufacturing, leading some artisans to compromise their product quality while trying 

to achieve competitive prices. Global competition was discussed in light of the lack of 

protectionist laws against import from the Far East and of governmental investments for 

technological innovation, making local manufacturing quickly out to date and difficult to 

revive. From an environmental viewpoint, the participants acknowledged the lack – or 

unawareness of – local sustainable materials and the shortage of supplies of fabrics with 

consistent quality. Furthermore, the difficulty in tracking the whole supply chain, which 

spreads to the Far East, was mentioned as a barrier for adopting transparent environmental 

certifications. Waste generation throughout the sector was also mentioned as a factor 

worsening the overall situation. From an economic perspective, the artisans claimed that 

consumers’ demand was still quite low, also due to the high mark-ups applied by retailers, 

making products too expensive for the local market. Due to currency devaluation, exporting 

was recognised as a viable alternative for Cape Town textile artisans, but shipping expenses 

were claimed to be too high compared to the actual product cost. Promotion of South 

African textiles is challenged by the shortage of curated exhibitions, effective platforms and 

affordable trade shows for artisanal businesses. Customers were mentioned to be unable to 

value and afford local artisanal products, since they considered textiles as luxury products in 

relation to other priority social issues. The artisans acknowledged their insufficient business 

skills to conduct user research and understand marketing issues, such as retail and export. 

This study also highlighted a general lack of access to information, resources, Internet, 

infrastructures, and capital to start up a business and enter the job market or grow own 

businesses, overcoming unemployment issues.  

 

“For me, sustainability is almost an oxymoron in the capitalistic system in which we are stuck. 

You have to make money, in the end of the day. Can capitalism ever be sustainable? We 

need to shape a new system” (Artisan). 

 

The overall situation is worsened by a general individualistic and competitive mindset, putting 

businesses in an isolated condition, endangered by disrespect of IP rights. It also emerged 

that within current textile artisanal businesses there are deep social inequalities (between 

white business owners and unprivileged black employees), unethical work practices and 
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unprofessional relationships. The lack of effective governmental support and the difficulty in 

receiving funding (e.g. due to tax certificates being required for accessing governmental 

finances) were also discussed as some of the challenges for local textile artisanal production, 

together with an overall dominance of a capitalistic system, and high efforts required for peer-

to-peer support. Finally, despite the existence of support organisations, such as CDI (playing 

the role of an incubator of artisanal start-ups) and SETA (i.e. Sector Education and Training 

Authority, as a platform for skills training), they either do not provide support to already 

established businesses, or do not tailor their top-down agendas to the bottom-up needs of 

the artisans. 

 

“Even to apply for governmental funding you need a tax certificate, and this is quite 

exclusionary. […] Governmental bodies are not cooperating; therefore, grassroots 

innovations emerge. […] The idea of the informal economy applies to everything in South 

Africa” (Artisan). 

 

6.3.5.2.   Opportunity Areas to Transition Towards a Sustainable Future 

The results of the analysis of the data collected at the co-creation workshop, themed around 

the opportunities for a transition towards sustainable futures, are discussed in the following 

paragraph and summarised in Figure 6.27.  
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Figure 6.27. Opportunities for Cape Town textile artisans to achieve a sustainable future. 

Skills and knowledge transfer within and outside the business, mentorship to uplift 

unprivileged people, and empowerment after skills training were suggested as opportunities 
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to revitalise the local textile artisanal sector. Centralised support (e.g. through social 

enterprises and not-for-profit organisations) was envisaged to provide management capacity 

to artisanal clusters. Organising informal events for collaborations was seen as a way towards 

clustering the artisans and gaining a critical mass, while setting fair prices, production quality 

standards, and service experience requirements for suppliers. Sharing (of information, 

supplies, CMT skills, printing facilities, and production management) and open access (e.g. to 

a database) were claimed as drivers for social innovation within this context. On one hand, 

the artisans discussed the opportunity to get business support from external organisations; 

on the other, they outlined the need for building relationships across businesses, contributing 

to systemic change. An opportunity for achieving a sustainable future was identified in 

redistributing manufacturing aimed at local sales, meant as makerspaces and pop-up shops, 

(e.g. set up at train stations in townships) as a way to minimise manufacturing costs, optimise 

product quality and set more ethical production models, ensuring living wages (beyond 

minimum rates). 

“The need for systemic change is very important in South Africa nowadays, and this is at the 

heart of Francesco’s PhD. This would lead to organic growth, starting from grassroots 

innovations, and letting people recreating the sector, without waiting for top-down support, 

which may come too slowly” (Artisan). 

Transparency of information throughout the supply chain was discussed as a way for enabling 

ethical product labelling and educating consumers about sustainability. Besides opening up 

new markets, the artisans suggested the idea of sharing a salesperson responsible for overseas 

marketing, participation at local and international trade shows, setting fair retail mark-ups, 

optimising distribution channels and online showcasing. An export system with central 

distribution was also envisioned as an efficient way to achieve financial sustainability. Opening 

up the artisans’ studios was suggested as a way to build closer relationships with consumers, 

raising the perception of local crafts from vernacular to ‘sustainable luxury’. In order to raise 

the demand for local handmade artefacts, the workshop participants recommended using 

storytelling around the artisan, the process and the product. Finally, the participants discussed 

the opportunity to submit a project proposal to CDI for a multidisciplinary research team 

working as an enabling ecosystem for the local textile sector and reaching out to marginalised 

artisans in townships. 
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6.3.5.3.   Drivers for (Re)Activating an Artisans’ Collective 

Providing a platform for the artisans to collectively discuss their visions for the future helped 

different businesses acknowledge that they all faced similar challenges. As a consequence, the 

usual resistance to collaborate and innovate was challenged, and the artisans’ enthusiasm 

awakened so that positive alternatives for the future could be envisioned. However, the 

participants stressed the need for encouraging trust and responsibility within each business, 

but also among support organisations and the local community.  

 

“We need to get away from this individual way of thinking, and challenge ourselves to think 

at a large scale, considering what impacts and benefits we have on other people, and on 

our community” (Artisan). 

“If we get together, we make a force, an agency of textile artisans, to change other 

businesses that are not practicing in a sustainable way” (Artisan). 

 

The artisans suggested the idea of becoming a collective, following up on the experience of 

Threadcount (Threadcount, 2009), a loosely-knit group of local businesses joined together 

at a time of challenging local fabric manufacturing, in order to share supplies, production 

management and exhibition costs at the Design Indaba festival in 2010. Building on this 

successful past experience and existing relationships, the artisans proposed reactivating the 

collective, in a more inclusive way, with the aim of sharing experiences among artisans, 

learning from each other’s challenges, and seeking opportunities for collaboration. 

 

“It would be interesting to try out a second edition of the Threadcount collective; the driver 

would be knowledge and frustration sharing” (Artisan). 

 

6.3.5.4.   A Social Value Proposition for ‘Glocal’ Flourishing  

Sharing a common vision for the future bound the participants together to build a social value 

proposition, that is to say the benefit co-produced by the artisans and offered to other 

stakeholders to achieve a social aim. The artisans brainstormed around a design direction 

that they could follow towards achieving a sustainable future, as shown in the data display in 

Figure 6.28, drawn by the researcher after the workshop to visualise the findings.  
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Figure 6.28. Display of the findings in relation to the design direction outlined by the workshop participants. 

All the participants agreed with the vision of nurturing a sense of responsibility and agency, 

building a collaborative system and opening up local alternatives in terms of revitalised 

artisanal heritage, job creation, and enhanced environmental sustainability.  

 

“We are writing history. Can a centralised forum be created so that something can grow 

from it? As a group within a sector we would have a voice” (Artisan). 

 

6.3.5.5.   A ‘Middle-Up-Down’ Strategy Towards Resilience 

Similarly to the first Participatory Case Study, instead of waiting for governmental aid, the 

artisans recommended to encourage a synergy of bottom-up initiatives among like-minded 

businesses (participating at informal networking events and regular strategic meetings to 

share information) and top-down support (e.g. for archiving information about available 

opportunities and reaching out to people also in townships) within a ‘middle-up-down’ 

approach. Moreover, the artisans rejected the idea of following a top-down approach, which 

could have made them reliant on external funding, compromising the resilience of the 

strategy.  

 

“Starting a new initiative being reliant on grants is an ideas killer. Instead, I like the approach 

of crowdfunding: it would put us in a more resilient condition” (Artisan). 

 

The artisans outlined the opportunity to join a collective, requiring shared efforts, as well as 

building long-lasting relationships among businesses. Grounded in positive values (e.g. trust, 
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responsibility, relationships), the collective was meant to grow organically through a ripple 

effect.  

 

"It is better to invest on long-lasting relationships with everybody around us, from top to 

bottom. […] Setting up a collective requires a conscious effort, and grounding on good 

values; then, we can let it grow organically” (Artisan). 

 

A future strategy was framed around the development of a hybrid (i.e. both physical and 

digital) platform to sustain Cape Town textile artisans to organically flourish, locally and 

globally. The platform, although open and inclusive, was meant to be led by a middle manager, 

motivated to drive a middle-up-down strategy and sustaining the innovation in the long-term, 

eventually using accessible digital communication technologies in order to enable 

relationships across artisans to grow. Figure 6.29 was drawn by the researcher to 

communicate the idea in a simple visual form. 

 

“There needs to be a driver to facilitate regular meetings and follow a consistent strategy 

for the sustainability of the service” (Artisan). 

 

Figure 6.29. Future design direction outlined by the workshop participants and visualised by the researcher. 
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6.3.5.6.   Stakeholders’ Network Supporting the Artisans’ Innovation 

In order to support the implementation of the platform, target stakeholders were mapped, 

considering their skills, motivations and benefits; the participants prioritised them according 

to their impact level into: (co)managers, (co)producers and (co)consumers (Figure 6.30).  

Figure 6.30. Stakeholders mapped by the workshop participants and visualised by the researcher. 

The textile artisans, joined together as a collective, were placed at the core of the system. In 

this regard, the artisans argued for the “need to drive the system, pioneering something that does 

not exist yet”, taking an activist approach. However, they stressed the need for the collective 

to be supported by a middle manager, sponsored through a crowdfunding campaign or a 

grant from CDI, and still to be identified in a tech savvy researcher.  

Among the co-producers of the service, the author of this thesis was identified to be 

responsible for facilitating the individual artisans to join together as a collective, to be opened 

up also to other businesses. The artisans acknowledged the importance of initiating 

coordination amongst themselves (e.g. through a Facebook group page) and keeping the 
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conversation on-going. One of the artisans offered to showcase other businesses’ work in 

her shop, while another participant volunteered to set up a blog featuring other artisans; this 

was seen as a socially rewarding activity alongside her core artisanal business.  

 

“I would love to do a coordination activity. I am always willing to take on others’ 

responsibilities” (Artisan). 

 

The service provision was envisioned to involve multiple stakeholders throughout the supply 

chain, i.e. suppliers (of fibres, yarns, fabrics, dyes), manufacturers (of fabrics, equipment 

suppliers, printers, CMTs), retailers (e.g. The Old Biscuit Mill, Watershed, Fabricate, Kin, and 

eventually a future collective pop-up shop), support organisations (e.g. CDI, CTFC, South 

African Fashion Council, Clotex, Council for Scientific and Industrial Research, Green Cape, 

Opentextbooks4Africa, etc.), social enterprises (offering skills training workshops), and 

universities (e.g. CPUT).  

The service was meant to be used by the textile artisans themselves (to get access to potential 

new employees), but also by suppliers (to provide artisans with new resources), consumers 

(e.g. to be involved in a crowdfunding campaign and ultimately buy artisanal products), expert 

consultants (to provide mentoring), venue owners (to host collective events), managers of 

international trade shows, corporates (e.g. PicknPay), and media partners (e.g. Design+Cape, 

Pursuit SA, etc.). 

 

6.3.5.7.   A Situated Service Proposition: ‘Weaving the Threads’ Platform 

Building on the human assets mapped before, it was possible to draw a service storyboard 

(Figure 6.31) identifying, for each action, the main stakeholders’ needs and designing the 

service features needed to fulfil them. The outlined service proposition was called ‘Weaving 

the Threads’, to denote that the platform was based on relationships and cooperation within 

a collective of textile artisans. 
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Figure 6.31. Service storyboard developed by the researcher as a data display. 

As a support process prior to setting up the service, the participants highlighted the need for 

gathering informed consents (e.g. under the Creative Commons open licence); being inclusive 

and building trust across businesses was recognised as one of the key requirements for the 

artisans’ collective. As a backstage interaction, the researcher shared with the participants 

the contacts list he had collected throughout his field research, and all the artisans were 

encouraged to share via Google Drive their networks of contacts within the collective. This 

was meant to constitute the basis for setting up, as a touchpoint, an open access database – 

location-specific and classified through filtering keywords – of information throughout the 

value chain (covering the supply of fibres, yarns, fabrics, dyes, manufacturers, printers, CMTs, 

retailers, trade shows, support organisations, and other potential employees) to be accessible 

online (e.g. via a website and an application). In order to reach out to people in townships 

without Internet access, the database was also thought to be delivered at meetings through 

printouts as service touchpoints. The need for hiring a middle manager of the collective – 

potentially through an apprenticeship programme created with CPUT – was discussed as a 

backstage interaction to ensure a smooth collaboration among the artisans. In this regard, 

the role of the university was deemed to expand from a traditional teaching institution to 

entail also the activation of social innovation processes. 
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"Students from CPUT are willing to do such an apprenticeship, to get an amazing network 

of contacts. Students are often intimidated that businesses would appropriate their ideas, 

but here we are contributing to break this idea and bridge the gap" (Educator). 

 

As another service touchpoint, besides current retail platforms (such as Etsy, considered as 

over populated), the artisans suggested the idea of setting up a blog to showcase (with photos 

and links to websites) a community of the makers behind the products in order to raise 

consumers’ awareness. In this regard, the photo-story developed for this project was shared 

with the participants for them – possibly led by artisan Cynthia Edwards – to start gathering 

the artisans’ photos and websites, on a modular platform designed to grow. The service was 

also outlined in its offline dimension, entailing quarterly meetings – to be held in the artisans’ 

studios – for sharing experiences and curating thematic events. For example, a collective 

exhibition and sales event were suggested to be jointly curated yet allowing the artisans to 

set their own individual stands, possibly hiring the venue at 75 Harrington. Such an idea was 

also meant to build on the successful previous experience of ‘Make It New’ (CDI, 2015), a 

high-quality exhibition organised in 2014 during Cape Town World Design Capital, but which 

did not involve any artisans at the bottom of the pyramid. Through the service storyboard, 

the artisans also identified the need for interactions through a shared salesperson at 

international trade shows (e.g. Heimtextiles in Germany, Textworld in the USA, etc.) to 

establish a market abroad, supported by collective funding for travels. Finally, while an 

activism campaign was proposed to be launched on social media to engage a wider audience, 

annual committee meetings were recommended as a strategy to discuss any conflicting 

agendas and ensure that the service innovation followed values shared among the artisans. In 

conclusion, the participants acknowledged that the co-designed service was meaningful within 

their local context, since it addressed a pressing need for knowledge sharing, disrupting the 

current artisans’ resistance to collaborate.  

 

6.3.5.8.   A Social Business Model for a Not-for-profit Artisans’ Collective 

The researcher facilitated the artisans to outline a social business model canvas, defining the 

service implementation, value proposition, market segment and financial flows (Figure 6.32). 

The proposed model was that of a not-for-profit organisation, benefiting not individual 

businesses but the collective as a whole, in the long-term.  

 

"This relates to the service of a not-for-profit organisation and not necessarily to increase 

individual sales" (Artisan). 
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The proposition of an artisans’ community was envisioned to generate value in terms of 

collective knowledge, local job creation, enhanced environmental sustainability, revitalised 

artisanal heritage, and development of a sense of place. The service was meant to be co-

produced by the artisans as a collective, collaborating with local stakeholders (e.g. suppliers, 

educators, retailers). The beneficiary of the service was suggested to be the artisans’ 

collective, in partnership with CDI and CPUT. Blog, social media, activism campaigns and 

word of mouth were discussed as channels to reach potential customers. The participants 

stressed that the system was filling a gap in the local context, where only the government 

was currently providing services to support the artisans. No other competitors were 

identified, apart from the ‘Pursuit SA Fashion and Textile Directory’, which, however, was 

considered not much active or known. Finally, the cost of delivery – still to be calculated – 

was meant to be covered through crowdfunding as well as corporate and governmental 

grants, while the surplus would have been re-invested in the organisation of collective trade 

shows.  

Figure 6.32. Social business model canvas of not-for-profit artisans’ collective, developed at the co-creation 
workshop and visualised by the researcher. 

6.3.5.9.   A Manifesto of Values Shared Among the Artisans’ Collective 

The co-creation process also encouraged the participants to outline the key values to be 

shared among the artisan collective and used to assess the sustainability of the collaborative 

service. The outcome of this activity took the form of a manifesto (Figure 6.33).  

This activity leveraged a call for acting responsibly, transparently, ethically, and building good 

relationships, grounded in trust and mutual respect. The artisans argued for the need to be 
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open to share, shape horizontal collaborations, allow for diversity and individuals’ freedom 

of expression, as well as embed meanings into textiles. The artisans were summoned to make 

community assets flourish, and slowly weave their efforts together towards a shared agenda, 

within a self-sustaining support network. The participants also highlighted inclusivity as a key 

value to achieve a sustainable future.  

Figure 6.33. Manifesto of values shared within the artisans’ collective. 

6.3.5.10.   Implications for Service Design: The Role of the Designer in Co-

Creating Situated Services 

The researcher engaged in the co-creation workshop a large enough group of artisans. He 

enabled them to think beyond a mere focus on products and take a holistic perspective; they 

acknowledged the relevance of service design in their context to interweave all the aspects 

of the textile value chain.  

“It is great, really interesting to be able to think about what we do, in a bigger picture” 

(Artisan). 

To activate the co-design process, the researcher had to build an inclusive and trustworthy 

relationship with the artisans who, on their end, recognised the designer not as a competitor 

but as a facilitator. The researcher brought diverse agendas together and provided a neutral 

space for co-designing a social innovation; in this regard, the political role of the designer 

entailed responsibly deciding to what extent the group of participants could be enlarged in 

order to allow for diverse inputs to emerge, without disrupting the co-creation process. The 

participants enjoyed the session as a way to share their personal experiences within a wider 
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group and gain feedback, as well as to build new connections to address their needs, like in 

the case of Cynthia and Ethia who exchanged contact details to activate a potential 

collaboration around embroidery on printed fabrics.  

The facilitator role of the designer encompassed capturing the artisans’ inputs on the 

provided templates in a synthetic way, and visualising ideas so that they could be shared 

among the participants, while also keeping the conversation focused and on time. The 

designer did not push a specific agenda, but sparked motivation in the artisans to outline a 

shared strategy, overcoming their lack of expectations for the future.  

“The expectation is that something will happen. Workshops are often specific to someone 

driving them; instead, today there were quite a balanced energy among enough people 

motivated to take a collective action” (Artisan). 

One of the results of the co-design process consisted in triggering the participants to engage 

with the uncertainty of the future as a unifying force, overcoming the artisans’ initial resistance 

to collaborate and innovate.  

“I have always struggled to get in touch with industry people; I have always felt there is a 

barrier, but today I have realised that the artisans are very open and willing to collaborate. 

They just did not have a platform for building collaborations” (Educator).  

The designer contributed to nurturing the artisans’ responsibility to take a collective action 

and disrupt the currently unsustainable industry. In fact, the artisans felt strengthened by 

being part of a community and were consequently able to envision a positive social change.  

“I often feel quite negative and pessimistic about the current situation within the textile 

sector. Instead, coming together and having a directed session, I am going away feeling much 

more optimistic” (Artisan). 

Facilitated by the researcher, the workshop participants outlined a situated service 

proposition, which was deemed meaningful within its context; the service was outlined in its 

roles, system, value proposition, as well as benefits for various stakeholders. To support the 

service innovation, a manifesto was co-designed, not as a set of instructions to be followed, 

but rather as a value anchor for the artisans to join together around statements, which were 

meant to be empowering and memorable, as well as open enough to allow the collective to 
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evolve. The artisans were photographed while holding the manifesto as a way of celebrating 

their shared values, with the designer among them almost as a member of the collective, to 

acknowledge their gratitude to the researcher who brought them together and activated a 

process of change (Figure 6.34).  

 

“The manifesto is an anchor upon which we can build collaborations” (Artisan). 

 

 

Figure 6.34: The designer-facilitator within the artisans proudly holding the co-created manifesto. 

In conclusion, since a community-centred approach was adopted, and diverse stakeholders 

were engaged throughout the co-design process, the situated service was expected to be 

resilient after the researcher’s exit from the community.   

 

6.3.6.   Actionable Routes Towards Sustainable Futures 

The final roundtable discussion served as a prototype of a forum for sharing information and 

discussing the implementation of the service. The service proposition outlined by the artisans 

as the ‘Weaving the Threads’ collective was presented to multidisciplinary stakeholders with 

the intention to build synergies within an enabling ecosystem. Although the original idea was 

to outline an action plan to implement the service (i.e. identifying for each task, its provider 

and user, needs, resources, locations and timing), the researcher had to agree for a more 

organic conversation with the participants to let other issues emerge around the service 

proposition; these were captured by the researcher as per Figure 6.35. 
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Figure 6.35. Raw data collected at the roundtable discussion. 

After the session, using the process outlined in section 6.2.7.2, the researcher analysed the 

data and induced five themes (i.e. aesthetics, technology, collaboration, promotion, and 

legacy) discussed in further detail in the following paragraphs and represented in Figures 6.36, 

6.37, 6.38, and 6.39.  

6.3.6.1.   A ‘Glocal’ Aesthetic for the Artisans’ Collective 

The stakeholders discussed the need for reframing the scope of the collective around a core 

group of artisans sharing a collective identity and being mindful of eventual conflicting agendas. 

The artisans stressed the need for recreating an authentic artisanal style – challenging the 

current Euro-centric perspective – as a way to convey a local identity to customers through 

the purchase of artefacts. For instance, the ‘shwe shwe’ pattern was claimed as a carrier of 

slavery memories, and therefore was preferred not to be celebrated as a South African style 

to draw on. Instead, one participant suggested the ‘Ndebele’ patterns – hand-painted by 

women in townships on roll-printed fabrics – as an opportunity to create beautiful synergies 

between the digital and the handmade, with a social aim. Design was recognised as a powerful 

means for building a sense of place, by reinterpreting culturally meaningful patterns and, for 

instance, using photography to personalise fabrics. In conclusion, the textile artisan collective 

was meant to be grounded both in a ‘glocal’ aesthetic (i.e. inspired on local features yet 

targeted to international consumers’ tastes) and on a shared business model. 
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“I like the idea of a collective; we have to find an aesthetic and a way of working which 

makes us a collective. We can start with the people we want to work with, and then we let 

it organically grow. It would be a business collective rather than an aesthetic collective, since 

what binds us together are business issues” (Artisan). 

 

 

Figure 6.36. Display of the findings about the ‘glocal’ aesthetic of the artisans’ collective. 

6.3.6.2.   Synergy of Handmade and Digital Technology 

Although some stakeholders argued for keeping the production by hand as a labour-intensive 

solution to the local employment crisis, others suggested investing on digital printing to 

innovate the local industry, following the rapid growth of the digital printing sector in Cape 

Town and internationally in recent years. Some participants argued that digital printing would 

have allowed economy of scale and contributed to strengthening collaborations with interior 

decorators in the African market. However, the need for educating textile and interior 

designers to understand each other’s way of working was stressed as a way to activate 

sustainable collaborations. 

 

“If we create a collaboration between fashion design and interior design schools, there will 

be a future for the local textile industry. There is a huge opportunity in such a collaboration” 

(Support Organisation Member). 
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Figure 6.37. Display of findings about the synergy between handmade and digital technology. 

6.3.6.3.   A Platform for Stakeholders’ Collaboration 

The roundtable discussion also allowed the sharing of needs and offerings (in order to 

optimise the use of resources across businesses) as well as an opportunity for building 

collaborations. For instance, the founder of Township® offered an opportunity for other 

fashion designers to create new collections using their printed textiles. The digital platform 

www.peek.org.za, recently launched by CDT as a service for artisans to showcase their 

products and create a collective local brand, was recognised as an asset to build on and keep 

up-to-date, including not only the makers, but also suppliers and retailers. The educators 

participating in the roundtable discussion showed their interest in facilitating novel ways 

(beyond traditional internship schemas) to bridge textile students with manufacturers, 

sensibly integrating skills training into the artisans’ work routine. The information collected 

by the researcher was shared with the stakeholders for them to draw on it and build 

collaborations between educators, artisans and suppliers.  

 

“We need a platform to connect us; creating an alliance of education, artisans and suppliers 

would be a terrific achievement” (Educator). 
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Figure 6.38. Display of findings in relation to the theme of ‘collaboration’ emerged from the roundtable 
discussion. 

6.3.6.4.   A Collective Showcase to Disrupt the Status Quo 

Investing in communication was also seen as an opportunity to challenge the status quo and 

awaken the enthusiasm within and outside the textile sector. For instance, one artisan 

suggested the idea of organising a collective exhibition, building on the successful experience 

of ‘Picture Africa’; another participant recommended using swatches from textile artisans for 

building online campaigns of interior design retailers like Superbalist, through a digital 

platform.  

 

“We need to organise a showcase to create a reaction in the industry” (Artisan). 

 

 

Figure 6.39. Display of findings from the analysis around the theme of ‘promotion’. 

6.3.6.5.   Designer’s Legacies within the Local Community 

The participants’ feedback evidenced their interest in getting engaged in further 

developments of the project, for instance through organisation of open studio visits, peer-
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to-peer support meetings for knowledge sharing, facilitation of skills training workshops, as 

well as collective exhibitions. A potential enabler of the implementation of the service 

platform was identified in Micah Chisholm, lecturer in Surface Design at CPUT. Before exiting 

the community, the researcher curated a short video (Figure 6.40) produced by a student of 

the Film and Media Department at CPUT on work experience, aimed at documenting the 

co-design process and celebrating the collective efforts of the artisans. The video 

(https://www.youtube.com/watch?v=iglxx512IDQ) was shared with the local community d 

during the roundtable discussion and with a wider audience on social media, with the purpose 

of inspiring others to build on the research undertaken and move things forward.  

Figure 6.40. Screenshots of the video documenting the co-creation workshop with textile artisans in Cape Town. 

After the roundtable discussion, the knowledge co-generated was shared with the 

participants, who were invited to follow-up the conversation both via email and a specifically 

created Facebook group ‘Weaving the Threads’  

(https://www.facebook.com/groups/150433335368501/?fref=tsT). The findings from this 

study were also featured in the CDI’s monthly newsletter Design+Cape, to reach out to a 

wider public, beyond the boundaries of this doctoral project  

(http://www.thecdi.org.za/news/305833/Weaving-the-threads-of-Cape-Town-artisanal-

fabric.htm).  

Overall, the roundtable discussion (Figure 6.41a) activated a forum for expression of insights 

and concerns; this is on-going, making interesting topics emerge, such as the tension between 

the digital and the handmade, an issue still open to further investigation. Online 
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communication (via email and Facebook) is enabling the artisans to post requests for mutual 

support (e.g. sharing transport costs for participating at trade shows), as well as keep each 

other up-to-date regarding the latest events for the community to participate. The researcher 

is also liaising with James Gien Varney-Wong (coordinator of the Open Source Circular 

Economy Days in Cape Town) to organise a hackathon during one of the local festivals, with 

the aim of developing the envisaged open access digital platform as one of the touchpoints of 

the ‘Weaving the Threads’ service for sharing information throughout the textile supply chain. 

As a follow-up activity, the knowledge generated throughout this study informed a design 

workshop conducted by the researcher with students from the MA Sustainability in Fashion 

at ESMOD Berlin, who were facilitated to outline an action plan for the future implementation 

of the service proposition (Figure 6.41b). It emerged that the students were able to build on 

the findings from this research and outline a range of actionable routes for the sustainable 

future of Cape Town textile artisanship. Based on the participants’ feedback, the project was 

deemed meaningful to address global issues in a localised way and the framework resulted 

easy to adopt and adapt in other contexts. As an example, the students proposed the idea of 

setting up farms for local production of raw materials, involving consumers in the co-design 

of contemporary products, organising skills sharing workshops, creating a collective local 

brand with fair prices, using video-storytelling to promote the artisans at a larger scale, and 

setting criteria to assess the impact of the collaboration among artisans.  

Moreover, the research project ‘Weaving the Threads’ was showcased at ‘CONVERGE: 

Processes and Outcomes of Social Design Practice’, in December 2016 at the Meramec 

Contemporary Art Gallery, in Saint Louis, Missouri (Figure 6.41c) 

(https://s3.amazonaws.com/meramec/Galley/Convergence/Convergence+tour.html). The 

exhibition was an opportunity to celebrate the collective efforts of the Cape Town artisans 

at an international scale, together with other social design projects of artists, designers and 

architects from USA, UK, Uganda, and Brazil.  

The roundtable discussion inspired further opportunities to emerge; for instance, Cape 

Town-based fashion designer Celeste Lee Arendse, valuing the socio-economic focus of this 

project, invited the researcher to collaborate towards MERGE ZA 

(www.facebook.com/mergesouthafrica), a new-born initiative partly funded by the British 

Council. Through this collaboration, a traveling showcase of contemporary South African 

fashion designer-makers was supported with the aim of building potential partnerships with 

British designers at the London Fashion Week 2106 (Figure 6.41d). Such an initiative 

contributed to raising the voice of Cape Town artisans and making them enter the global 

fashion discourse; this was deemed a desirable outcome, considering the artisans’ visions for 
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flourishing locally and internationally. During the event, the researcher was invited to speak 

at a panel debate, which engaged the audience in reflecting on emerging issues (such as ethics 

and aesthetics, cultural appropriation, education, and corporate social responsibility), to be 

taken into consideration for the sustainable future of textile artisanship in Cape Town. 

Figure 6.41a, b, and c. (a) Roundtable discussion ‘Weaving the Threads’ (Cape Town, 15/06/16); (b) Workshop 
(MA Sustainability in Fashion at ESMOD Berlin, 12/12/16); (c) Exhibition ‘CONVERGE’ (St. Louis, MO, 
December 2016); (d) Panel debate at ‘MERGE ZA’ (London, 19/09/16). 

Finally, building on the experience of the pilot workshop and the knowledge co-generated 

throughout the study, lecturers at CPUT have considered an opportunity to review the 

Surface Design curriculum and embed service design thinking and social innovation aims in it. 

Micah Chisholm invited the researcher to assist them in this challenge, following a human-

centred process instead of taking a top-down approach to curriculum redevelopment. Results 

of a survey launched among the local community have confirmed that both students and 

artisans believe in the continuation of the Surface Design course, but through a re-designed 

educational programme, to better address the growing expectations of citizens and the local 

industry to collaborate and activate sustainable innovations. The local lecturers envisaged 

that the ‘Weaving the Threads’ service proposition would become alive as it will be utilised 

within the new curriculum.  
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“The curriculum is definitely going to open many doors. Your input has been vital because it 

provided perspective into the direction where we envision ourselves as a creative 

development course, priming students with a strong sense of social responsibility, which is 

very needed in this country” (Educator). 

 

6.3.6.6.   Implications for Service Design: The Role of the Designer in 

Activating Legacies 

In order to overcome the impossibility of the researcher to continue to be physically present 

and support the artisans further, the roundtable discussion provided a neutral space for 

diverse stakeholders to share each other’s agendas and activate synergies to potentially 

implement some of the envisioned ideas together. Although the intent of the session was to 

outline an action plan for implementing the service, achieving this aim was challenging due to 

the fact that the service proposition was not co-designed in its full details yet. Moreover, the 

roundtable discussion involved diverse stakeholders, many of whom were new to the service 

idea and therefore they felt the need to first have a more organic conversation to better 

understand the concept. The design researcher had to acknowledge that the context was not 

yet ready for outlining an action plan, but he facilitated the gathering of multiple perspectives, 

so that diverse issues emerged around the potential implementation of the service 

proposition.  

The roundtable discussion was successful in the identification of a local reference person to 

take on the role of design activist after the researcher exited the community, so that he could 

champion the next phases and facilitate the sharing of insights and feedback with the 

researcher even from distance. As recommended by the artisans, the researcher is keeping 

the participants connected as a collective (through a Facebook group page) and is continuing 

to share further insights. Despite other designers’ ‘parachuting’ into communities making an 

intervention and leaving the artisans, here the researcher tried to build an enabling ecosystem 

engaging diverse stakeholders around shared values to move things forward. 

To conclude, the schema in Figure 6.42 was drawn by the researcher to summarise the critical 

issues emerged throughout the study to be taken into consideration when co-designing 

situated services for sustainable futures. The need for the designer to be sensitive to local 

cultures emerged as a way to scope a meaningful intervention within a context (section 

6.3.2.1). This context-aware way of entering a community allowed the designer to give voice 

to artisans at the bottom of the pyramid – who usually find themselves in an isolated and 

precarious condition – and interweave the fragments of their tacit knowledge into compelling 

narratives (section 6.3.3.1). Such an approach also empowered the artisans to start thinking 
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openly and creatively about sustainable futures; by framing visions which were meaningful to 

them, the artisans became agents of their own alternatives (section 6.3.4.2). By turning their 

challenges into opportunities for the future, the artisans felt driven to take collective action 

grounded in values shared within the community. Building a middle-up-down support 

network of diverse stakeholders also emerged as an enabling ecosystem aimed at making the 

community become resilient over time (section 6.3.5.10). Finally, the study emphasised the 

importance for the design researcher to activate a legacy within the local community for the 

artisans to progressively take ownership over follow-up initiatives (section 6.3.6.6).  

Figure 6.42.  Critical issues for co-designing situated services for sustainable futures, emerged throughout the 
Cape Town Case Study. 

6.4.   Discussion: Methodological Framework 

This section discusses how this study addressed the aim outlined in section 6.1.1, ‘to review 

the initial methodological framework, and further develop the application process, based on 

the strengths and weaknesses uncovered during the previous study’. In this section, the 

findings of the study are discussed in light of their theoretical contribution to the field of 

service design for social innovation and sustainability. Informed by the conceptual framework 

drawn from the literature review (section 2.5.1) and enriched by the initial methodological 

framework developed as an outcome of the Nottingham Case Study (section 5.4), the current 

study contributed an original framework for crafting situated services for sustainable futures 

(Figure 6.43). The framework represents a design approach to situating a meaningful 

intervention within a context, making sense of sustainable futures, co-designing situated 
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services, and activating legacies within local communities. At each stage of this process, the 

aims to be achieved, the roles played by the designer, and the methods and tools adopted 

were identified, as well as the challenges encountered and the opportunities to be taken into 

account for future work.  
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Figure 6.43. Methodological framework for crafting situated services for sustainable futures. 
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6.4.1.   In What Ways Can the Service Designer Situate a Meaningful 

Intervention within a Context? 

The initial stage of the framework (first section to the left in Figure 6.43) confirmed the 

problem, identified in the literature, of the inefficacy of top-down support organisations to 

address the diverse needs of specific communities (Akama & Prendiville, 2013). Moving away 

from the designer ‘parachuting’ into communities, this stage intended to fill a gap in the 

knowledge of a situated approach to entering the artisans’ realities and embedding their social 

worlds into the process of activating meaningful social innovations. With this in mind, the 

framework here proposed aimed at situating the research in the reality of the artisans, 

through scoping a meaningful service design intervention within a place. To do so, the 

researcher adopted a design anthropological lens (Gunn & Donovan, 2012) and applied it to 

a service design process. Using methods drawn from ethnography (Salvador et al., 1999), 

such as participant observations and unstructured interviews, allowed the researcher to 

establish an inclusive relationship with the context around a service design intervention. In 

line with Findeli (2001), this framework argues for future service designers to develop ‘visual 

intelligence’, an ability to see with the mind, to grasp the complexity of local contexts, a skill 

not yet well nurtured in current design education (Tonkinwise, 2015).  The initial stage of 

the framework builds on Prendiville’s (2015) emphasis on the need for a situated approach 

to a place, made of social, environmental, economic and cultural relationships, and is here 

aimed at bridging the designer’s internal mindset with the external materiality of the world.  

In contemporary design practice, user-centred design approaches have been deployed, yet 

there is an opportunity to explore new methods for the designer to act responsibly not only 

towards a user, but to adopt a ‘community-centred design’ approach (Manzini & Meroni, 

2012) within a context. In this regard, whereas other toolkits, such as ‘Transition’ (Corubolo 

et al., 2015) are targeted to enterprises willing to scale up, this framework is aimed at 

activating communities. Among other contextual studies, Santamaria et al. (2017) developed 

the ‘Con[Text]’ toolkit, which, however, is addressed to enterprises wanting to have a chance 

in the market as social ventures, thanks to the designer facilitating their positioning, or 

ideating new sustainable product-service-systems, and making them relevant to people. Also, 

Clatworthy (2010) stresses the importance of methods of contextual analysis to design 

desirable services, but they are mainly targeted at established companies, and not aimed at 

activating social innovations with communities around an alignment of values. Instead, for the 

purpose of this research, design anthropology was adopted into a service design process as 

a sociocultural lens to make sense of fragmented assets within a community and activate 

meaningful social innovations. 
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6.4.2.   How Can the Service Designer Use Storytelling and Sensemaking to 

Interweave Past and Present Practices into Meaningful Visions for a Sustainable 

Future? 

This stage of the framework (represented as a second point in the first section to the left in 

Figure 6.43) aimed at mapping out the current state of the art of the local textile artisanal 

landscape. For this purpose, the designer played both the role of a story-listener (Valsecchi 

et al., 2016), here with an emphasis on eliciting the tacit fragments of the artisans’ knowledge, 

and that of a storyteller (Tassinari et al., 2015), interweaving past and current artisanal 

practices into new and compelling narratives. This entailed conducting contextual interviews 

(Stickdorn & Schneider, 2010) in the artisans’ workspaces, using a combination of 

observations and semi-structured interviews, aided by cards specifically designed to 

encourage a comprehensive conversation around the artisans’ narrative, from a cultural, 

social, environmental and economic perspective.  

Going beyond the use of ethnographic methods to serve a merely documentary purpose 

‘about’ participants, design anthropology (Gunn & Donovan, 2012) provided the service 

designer with a cultural sensibility throughout a reflexive process of doing research ‘with’ 

participants. Here storytelling was used as an anthropological act of constructing social 

narratives, merged with a design process of making the invisible stories of the artisans visible 

in the form of a photo-story, designed using both text and photographs. The act of binding 

the stories of the artisans together as one whole photo-story contributed to manifesting a 

shift from individual businesses towards a collective. Whereas the Nottingham Lace Case 

Study produced three separate photo-stories mirroring the individual mind-sets of the local 

businesses, the outcome of the Cape Town Case Study was a collective photo-story, as an 

act of representation and celebration of the traditional concept of ‘ubuntu’ (M’Rithaa, 2008), 

meaning ‘humanity towards others’.  

The artisans’ stories informed the subsequent stage of the framework (i.e. second section to 

the left in Figure 6.43), aimed at framing meaningful visions for a sustainable future. 

Sensemaking (Klein et al., 2006) was undertaken in order to create connections between 

global future trends and the artisans’ local practices, as a way to frame sustainable visions for 

the future. Whereas the role of the designer as a sensemaker has been outlined by Cipolla 

and Reynoso (2017) in relation to entrepreneurs developing indigenous services making sense 

‘from within’ their low-income communities in the Global South, here the method is applied 

by the professional service designer making sense ‘with’ communities and activating 

meaningful social innovations. To support this process, design tools (i.e. ‘framing’, ‘what if…’ 

and ‘ideas generation’) were adopted and adapted from Stickdorn and Schneider (2010), 
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alongside eight ‘future trends’ cards specifically designed to prompt the artisans’ creative 

thinking.  

Instead of speculating about abstract and theoretical visions for future, here the participants 

drew on their situated knowledge, and discussed their real challenges to achieve a sustainable 

future, culminating in ideas, which could be perceived as mundane (O’Dell, 2014), incremental 

changes and not radical speculations; nevertheless, they were conceived as possible and 

meaningful innovations within the artisans’ context. Finally, in line with Smith et al.’s (2016) 

design anthropological approach to future-focused thinking, the designer facilitated the 

artisans to envision a creative reconfiguration of existing assets and triggered an intervention, 

opening up possibilities that they couldn’t see before, since they were resistant to innovate. 

Overall, this challenged the commonly passive attitude of the artisans waiting for support 

from NGOs with their programmes to ensure survival. Instead of adopting a top-down 

‘helper’ approach, the researcher contributed to empowering the artisans to become agents 

of their own alternatives (Fuad-Luke et al., 2015), increasing their social awareness, and 

gaining hope around actionable routes towards sustainable futures 

 

6.4.3.   In What Ways can the Designer Co-create Situated Service Propositions 

for a Sustainable Future? 

Informed by the envisioned sustainable futures, the subsequent stage of the framework (i.e. 

third section to the left in Figure 6.43) aimed at co-designing situated services and embedding 

shared values in the process of service innovation. Gathering people with different agendas 

together emphasised the political role (Mazé, 2014) of the designer, who did not act as a 

passive observer, but had the responsibility to engage multiple stakeholders and make diverse 

voices emerge. This approach enabled participation in terms of artisans’ engagement in 

sharing their knowledge towards addressing their own ‘aspirations’ (Appadurai, 2002). In this 

respect, although design ethnography provided the design researcher with cultural sensibility 

to enter the community, the fact that he was an ‘insider-outsider’ (Calvo, 2017) within a 

neutral ‘third space’ (Corbin Dwyer & Buckle, 2009) positively contributed to being perceived 

not as a competitor but as a facilitator of collaborations among artisans to address their 

common challenges.  

This participatory process enabled the artisans to take collective responsibility for sharing 

their knowledge and advancing their own practice, in line with the anthropological concept 

of ‘community of practice’ (Wenger, 1998). In this context, facilitating the co-creation 

workshop entailed providing a neutral space for collaboration, capturing the participants’ 
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inputs and visualising ideas to ensure shared understanding, while also keeping the process 

focused and smooth.  

This participatory process also shed light to some issues which are object of debate in the 

extant service design literature (Akama & Prendiville, 2013), for instance the critique to the 

problem-solving approach of design thinking or the emphasis on tools as a way to legitimise 

the service design profession. Going beyond a fixed set of methods ‘commodified’ for 

repeatability (Akama & Light, 2012), the value of this framework lies in the capability of the 

service designer to enact tools in a context and craft situated services, embedding the tacit 

knowledge of local stakeholders in the co-design process. From an anthropological 

perspective, instead of focusing on the design of services as fixed deliverables, this framework 

is aligned with the latest concept of ‘designing for service’ (Sangiorgi & Prendiville, 2017) as 

an on-going and participatory process of transformation. This culminated with a manifesto of 

values embedded into a situated service proposition, which was perceived by the participants 

as meaningful within their context since it addressed a real need in an original way.  

 

6.4.4.   What Responsible Practice Can the Service Designer Enact to Activate a 

Legacy with Local Communities? 

The final stage of the framework (i.e. fourth section to the left in Figure 6.43) aimed at 

activating a legacy within the local community and outlining actionable routes towards 

sustainable futures. Going beyond design facilitation, this study emphasised the activist role 

of the designer to ‘make things happen’ (Manzini, 2014). Within this context, the service 

designer activated not only an ‘internal mechanism of change’ (Sangiorgi, 2011) within the 

artisans who joined together as a collective sharing core values, but also an ‘external 

mechanism of involvement’ (ibid.) of a wider network of stakeholders as an ecosystem 

enabling the future implementation of the service. Addressing the need identified in the 

literature (Penin et al., 2009) for hybrid forms of organisations to sustain social innovations, 

the approach here adopted can be defined as ‘middle-up-down’ (Staszowski, 2010), since it 

fostered a synergy between the bottom-up initiatives of the artisans and the top-down 

support of other organisations.  

Such an approach was deemed promising to ensure resilience of the service after the 

designer’s exit from the community. In this respect, the framework addressed the issue, 

critical in any social innovation project, of the ‘exit strategy’ (Meroni et al., 2013), reframed 

here as activation of ‘legacy’ through a responsible practice. In fact, the roundtable discussion 

was successful in the identification of a reference person who could take on the role of 

enabler of the service implementation. Moreover, the framework is aligned with the recent 
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expansion of the discourse on design for social innovation to also include the management 

of new forms of organisations, such as social enterprises (Selloni & Corubolo, 2017), with a 

transdisciplinary team of people working across the process of designing for social innovation.  

Overall, the impact of the framework lies in giving hope to people living in an isolated 

condition and struggling to be financially sustainable as their craft is dying out, disheartened 

towards the future, and without a strong awareness of their agency in the world. To alleviate 

these problems, the activist role of the designer here entailed connecting people around 

actionable routes towards sustainable futures.  

Finally, following on Blomberg and Darrah’s (2015) critique to the conceptualisation of 

service blueprints in an overly neat way, the anthropological approach adopted here was not 

concerned with the delivery of fixed outcomes, but with the activation of an on-going 

collaborative process of transformation. However, there is still scope for carrying on further 

participatory design activities and service prototyping in order to set up an ‘enabling 

ecosystem’ (Manzini, 2008) entailing a complex configuration of people, skills and resources, 

to co-create value across businesses and for the local community. 

 

6.5.   Conclusions 

This section explains how this study contributed to filling a gap in the knowledge of a situated 

and embedded approach to designing for service, which requires context sensitivity as a way 

to elicit tacit knowledge of local stakeholders, help them make sense of sustainable futures, 

and adapt co-design methods to support an on-going participatory process of transformation. 

To do so, this Participatory Case Study was built on the findings from the previous one and 

allowed reviewing the initial methodological framework as well as further developing the 

application process. However, to address the limitations identified in section 5.5.3, the 

methods and tools used for the storytelling, sensemaking and co-creation workshop were 

further developed, while an initial scoping activity was introduced to situate a meaningful 

service design intervention, and a final roundtable discussion was added to the process aimed 

at activating a legacy within the local community. As an outcome, this study contributed a 

methodological framework encompassing diverse aims, methods and roles enacted by the 

designer to craft situated services for sustainable futures.  

 

6.5.1.   Key Conclusions on Cape Town Textile Artisans 

- The anthropological approach here adopted equipped the researcher with cultural 

sensibility to discover the locale and situate his service design intervention within a group 

of artisans motivated to participate in the co-design of a meaningful social innovation. The 
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context immersion evidenced that the shortage of fabric manufacturers has mobilised the 

creativity of artisans to start up businesses focused on printing on local base cloth, in order 

to differentiate their textiles over competitors, addressing the increasing demand for artisanal 

textiles, while also contributing to job creation and cultural heritage preservation.  

- Through storytelling, the researcher was able to map out the patchy artisanal landscape

in Cape Town, challenged by social inequalities within businesses mostly managed by white

women, while the majority of black people works from townships and has poor access to

development programmes. Within this context, the study focused on eight artisanal

businesses using screen- and block-printing to make homeware and apparel. The main

challenge emerged to be the shortage of local fabric supplies and CMT skills, since the

information is not shared among businesses.

- The study also enabled the artisans to envision a sustainable future, framed as a quest

for making the local economy flourish through a peer-to-peer network of like-minded

businesses and a wider support system, contributing to job creation and perpetuating heritage

know-how into future generations. Sensemaking evidenced an upsurge of product

customisation and social enterprises, as well as the role of CDI as an enabling ecosystem for

the development of local artisanal businesses.

- Through co-creation, the artisans turned their challenges (in terms of business, marketing,

making skills, supply chain, production, consumers’ demand) into opportunities for service

innovation. Instead of waiting for governmental aid, the participants outlined a middle-up-

down strategy, conceived as a synergy of bottom-up initiatives and a top-down support

system. A stakeholders’ network was mapped, at the core of which the artisans – united

within the ‘Weaving the Threads’ collective – were placed, supported by a middle manager,

as well as suppliers, retailers, social enterprises, organisations and universities. A situated

service proposition was outlined as an open access platform for sharing information

throughout the supply chain, supported by offline events, collective showcases and strategic

meetings in the artisans’ open studios. A manifesto was co-designed by the artisans sharing

core values (i.e. responsibility, trust, sharing, collaboration, diversity, meaning, flourishing,

slowness, self-sustainment and inclusivity) to be embedded into the service innovation

process.

- Finally, through a roundtable discussion, the creation of a support network of stakeholders

(i.e. artisans, suppliers, retailers, educators, organisations) was facilitated, activating a legacy

within the local community. Other issues (i.e. the need to define a ‘glocal’ aesthetics, the

synergy of hand-painted and digital printing, the potential for setting up a platform for
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collaboration, and collective showcases) emerged around the implementation of the 

envisioned service proposition.  

 

6.5.2.   Key Conclusions on Service Design 

- The study allowed reviewing and further developing a framework for crafting situated 

services for sustainable futures. Critical issues for the service designer to take into 

consideration emerged. They were: the need to be inclusive and sensitive to local cultures, 

give voice to artisans at the bottom of the pyramid, empowering them to envision sustainable 

futures meaningful to them, take collective action grounded in values shared within a middle-

up-down system, and activate a legacy within the local community.  

- Adopting ethnographic methods of participant observations and unstructured interviews 

equipped the researcher with cultural sensibility to enter the artisans’ worlds. Conducting 

preliminary visits to the artisans emerged as a good practice to negotiate a flexible research 

plan; the need for finding a gatekeeper, activating an organic chain of people motivated to 

take part in the project, and building on previous experiences was highlighted as a way to 

scope a meaningful intervention. 

- The storytelling method was refined through the development of four interview cards to 

aid the researcher in eliciting the artisans’ tacit knowledge in relation to cultural, social, 

environmental and economic issues of their textile businesses. Besides building an inclusive 

and dialogical relationship with the participants, the researcher used synthesis and 

representation skills to interweave the fragmented artisans’ stories into compelling 

narratives, made tangible by means of a collective photo-story, contributing to strengthening 

the artisans’ perception of themselves both as businesses and as a community.   

- The tools designed with keywords open to the artisans’ interpretation during the 

sensemaking process were deemed a good trigger for the artisans to think creatively, 

breaking abstract concepts down by going back and forth between past experiences and 

future trends.  

- Throughout the co-creation workshop, the design facilitator, being an outsider, was not 

perceived as a competitor; this factor, together with the choice of running the session in a 

neutral setting, allowed the participation of diverse artisans who decided to join together as 

a community in order to collectively overcome the challenges faced when working in an 

isolated condition. However, due to time constraints, the service proposition needs to be 

further developed through iterative co-design and prototyping.  

- Finally, the roundtable discussion served as a way to activate a legacy within the local 

community so that the artisans could progressively become less reliant on the designer, and 
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take responsibility over the implementation of the service through a middle-up-down support 

network of diverse stakeholders. In this regard, instead of delivering fixed service outcomes, 

an on-going process of transformation was activated. 

6.5.3.   Limitations of the Study  

This section summarises the main limitations encountered throughout the study and outlines 

recommendations for further enquiry.  

6.5.3.1.   Participant Involvement 

While setting up the study, the researcher had to change the initial plan to work with an 

existing artisans’ collective identified through desk research due to the fact that the group 

had dissolved over time. In the end, the researcher welcomed the participants’ 

recommendation for conducting shorter storytelling sessions than in the first case study, but 

with a larger number of artisans, to address the need to map out the diversity of the local 

textile artisanal sector. However, he only managed to gain access to one social enterprise 

focused on the empowerment of marginalised artisans; this was due to geographic barriers, 

safety issues and to the limited confidence of some social entrepreneurs in external support 

for the implementation of service innovations in townships.  

6.5.3.2.   Critique of the Methods 

In view of future work, the ethnographic scoping activity needs to be refined with the 

support of a diagnostic tool (e.g. a conceptual map, such as that developed by Walker et al. 

2018) aiding the designer’s immersion in the context to gather key insights (e.g. in terms of 

extrinsic and intrinsic factors) for a meaningful service design intervention. Given the time 

constraints whilst engaging with a high number of participants, the storytelling and 

sensemaking activities were merged into one single session with each artisan. However, 

some artisans claimed the need for dedicating more time to the latter activity, and some 

participants proposed the option of conducting collective sensemaking with other artisans, 

in order to build on each other’s ideas. The future trends cards need to be refined by using 

simplified keywords or visuals. There is scope for designing future-facing photo-stories to 

visualise the sustainable futures within the artisans’ practices; however, this outcome would 

be biased by the designer developing the representations, in opposition with the participatory 

nature of this research. The outlined service proposition needs to be further developed 

through iterative co-design and prototyping. A value proposition tool (e.g. that outlined by 

Hirscher et al., forthcoming) could be used to map out the values generated for the individuals 
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(both artisans and customers), the local community, the environment and the economy, and 

co-design all the elements required to bring the service to life. Finally, the roundtable 

discussion evidenced the need for further developing a middle-up-down enabling ecosystem 

to sustain and scale social innovations.  

 

6.5.4.   Next Steps 

The contribution of this study lies within the activation of the artisans’ collective to transition 

towards sustainable futures. Given that the implementation of the service implies time, 

resources and contextual factors, which go beyond the scope of this doctoral project, 

assessing the impact of the social innovation is left open for future work. Stepping back from 

the contextual impact and focusing on the theoretical contribution of this research to the 

service design field, the framework developed as an outcome of this study needed to be 

reviewed through a subsequent Evaluation Study. As discussed in chapter 7, this study aimed 

at assessing the impact, relevance and transferability of the framework in other contexts and 

sectors, as well as at outlining the limitations of the research and providing recommendations 

for future work. 
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7.  Evaluation Study ‘The Value of Service Design’ 

This chapter reports on the Evaluation Study aimed at meeting research objective 4, ‘to 

evaluate the potential impact and relevance of this research project’s contribution beyond its 

specific case studies’.  

 
This chapter tackles the research question 3, ‘what value can designing situated services 

bring to the field of social innovation beyond the scope of textile artisan communities?’ 

 

7.1.   Introduction 

As an outcome of this research project, a methodological framework for co-designing 

situated services for sustainable futures was built upon the literature reviewed and developed 

further throughout three studies (i.e. one Scoping Study, and two Participatory Case Studies). 

This original service design framework allows to better scope meaningful interventions within 

a context, elicit tacit knowledge, make sense of sustainable futures, co-create situated 

services and activate a legacy within local communities. A final Evaluation Study was needed 

to discuss and bring together the knowledge generated throughout this participatory design 

research, and assess the impact, relevance, transferability and limitations of the framework.  

 

7.1.1.   Aim and Objectives 

The aim of this study was to evaluate the potential impact and relevance of this research 

project’s contribution beyond its specific case studies.  

 

The objectives of this study were:  

1.   To obtain a wider perspective on the original contribution of the framework on 

service design for social innovation; 

2.   To evaluate the relevance of the framework as a situated and embedded approach 

to service design for social innovation;  
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3. To outline other contexts of application of the framework as an original approach to

service design for social innovation;

4. To identify the limitations of the framework in case of its adoption and/or adaptation

in service design research and practice aimed towards social innovation.

7.2.   Method 

To address the above-mentioned objectives, semi-structured interviews (Kvale, 1996; Cohen 

et al., 2013) were chosen as a flexible method of collecting qualitative data with participants 

and tailoring the questions according to the diverse range of expertise of the respondents. 

The interviewees were asked to discuss the potential application of the framework to a 

project of theirs as a way to provide contextual insights. 

7.2.1.   Participants 

The participants in the Evaluation Study were sought to be international experts in service 

design (i.e. a mix of academics, practitioners and members of organisations), with experience 

in design for social innovation with communities. In line with the qualitative nature of this 

research, a small sample size (i.e. six participants) was sought to allow gathering of in-depth 

insights from each participant. Following a purposive sampling strategy, interviewees were 

chosen from different locations, in order to provide the greatest opportunity to gather the 

most relevant data addressing the aim of the study. However, since service design is an 

emergent profession and discipline with a relatively limited number of academics, in 

opportunistic terms, the researcher drew on his personal network of contacts and recruited 

six interviewees, listed in Table 7.1. 
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Table 7.1. Sample panel of Evaluation Study. 

Name Affiliation Expertise 
Nicola 
Morelli 

Aalborg University 
(Denmark) 

Professor in service, selected due to his expertise on 
empowering communities to design meaningful social 
innovations, in the Global North 

Carla 
Cipolla 

Federal University 
of Rio de Janeiro 
(Brazil) 

Professor in service design for social innovation, chosen as 
international coordinator of the DESIS network and for her 
research interest on the sociocultural qualities of services 
within grassroots communities in the Global South 

Vincenzo 
Di Maria 

Commonground 
(Italy) 

Service design practitioner selected for his expertise in activism 
and co-creation with communities and public administrations in 
the Global North 

Mufti 
Alem 

Alem+ (Indonesia) Design practitioner chosen for his experience in adopting 
service design thinking with grassroots communities to design 
meaningful social innovations, in the Global South 

Paola 
Pierri 

Mind (UK) Project manager embedding service design in a third sector 
organisation to design social innovation, and selected for her 
research interest on design as future-making, working in the 
Global North 

Pamela 
Cajilig 

Curiosity 
(Philippines) 

Cultural anthropologist chosen for her experience in consulting 
organisations to design services for social innovations with 
grassroots communities in the Global South 

 

7.2.2.   Procedure  

Prior to starting the study, the method was piloted with one researcher on sustainable 

product-service-systems for social innovation at Loughborough Design School in order to 

review all the details of the study (from the participants information pack, to the introductory 

presentation, the interview questions, the timing). Before conducting the interviews, selected 

service design academics, practitioners and organisation members were invited via email to 

participate in the study (Appendix 5A). Upon agreement on taking part in the study, a 

participant information pack was sent via email, consisting of a brief outline of the background, 

purpose, and schedule of the study, as well as a summary of the outcome of the research 

project together with a list of four interview questions (Appendix 5B). Informed consent 

forms were signed by the participants before the interview, to explain that the data collected 

(in the form of text and audio recording) would be kept confidential, that the participants 

would be acknowledged as expert contributors to the study, and anonymised quotes used in 

future research outputs. After the researcher presented an introduction to the research 

project (Appendix 5C), the participants were asked to discuss a service design (research) 

project aimed at activating social innovation with a community, in which they had worked or 

knew well enough, in order to contextualise their answers. Therefore, the interviewees 

answered four questions about the impact, relevance, transferability and limitations of the 

framework developed as an outcome of this project. The interviews were conducted via 
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Skype (for better accessing participants in different locations), lasting approximately one hour 

each, and following the schedule outlined in Table 7.2. 

Table 7.2. Schedule of each evaluation interview. 

Purpose Activity Timing 
To present the research project and gain a shared understanding Introductory 

presentation 
15 minutes 

To evaluate the framework, based on the interviewees' experience Interview 40 minutes 

To discuss further feedback, and thank the participants for their input Wrap up 5 minutes 

 

7.2.3.   Data Analysis 

The audio recording of the data collected through the interviews was transcribed (as per the 

sample in Appendix 5D) and thematically analysed, following a procedure that encompassed 

data reduction, display and conclusion drawing, as per Miles and Huberman (1994). Informed 

by the study objectives and by the criteria for evaluating design research (i.e. invention, 

relevance, extensibility, process) adapted from Zimmerman et al. (2007) and outlined in the 

Research Methodology section 3.10, the coding system in Table 7.3 was used as a priori 

template for data analysis, and then integrated with further sub-themes emerging from the 

data. 

Table 7.3. Coding system used for the analysis of the data collected through the interviews. 

Theme Code Description 
Contribution Original contribution and impact of the research on theory and practice; 

Relevance Credibility of the research framed within the real-world, and of its findings leading 
to address a critically-articulated research problem; 

Transferability Degree to which the findings can be generalised and transferred to other contexts; 

Limitations Characteristics that influenced the rigour of the research process and its 
reproducibility. 

 

7.3.   Results 

The following sections summarise the key findings from the semi-structured interviews. 

 

7.3.1.   Contribution to Service Design 

The original contribution of this research to advance the service design field was evaluated 

by the participants, as discussed in the following sections.  

 

Applying Service Design to Textile Artisanship 

For the purpose of this research project, service design was applied to a new sectorial area 

(i.e. textile artisanship), and the adaptation of such a service design process led to a 
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methodological contribution. It was acknowledged that service design as a mature field is 

integrating approaches from other practices, and design for artisanship was recognised as one 

that could particularly bring a cultural sensibility to embed social worlds into service 

innovation processes.  

 

“You have mixed traditional approaches that come from artisans with service design tools. 

And this seems to be methodologically interesting also for artisans, to embed service design 

in their processes” (P1). 

 

One interviewee acknowledged that, while service design has become a consolidated 

approach in other sectors (e.g. healthcare, hospitality, mobility, policy making, to name but a 

few), there is shortage of cases of application of service design for social innovation within 

the context of artisanship. He expressed the need for developing an approach and building 

capabilities to go about it and highlighted that this research project contributed a 

methodological framework for service designers to activate social innovations with artisan 

communities.  

 

“Applying service design for social innovation in the context of artisanship can be done, and 

it’s interesting to be done, but I don’t know how we can do it. If you have the opportunity, 

come here!” (P2). 

 

Structuring the Complexity of Service Design for Social Innovation 

One service design practitioner recognised the value of the research project lying in its 

making sense of and providing structure to the complexity of service design for social 

innovation projects, facilitating the engagement of stakeholders and their trust towards a 

clearly-articulated framework.  

 

“It will surely help getting in touch with and explaining in a more structured way the 

complexity of design for social innovation projects to local stakeholders. This framework, with 

academic background and examples, could help us to reach our goals faster, explain things 

in fewer words, in a more tangible and practical way” (P3). 

 

As an example, the interviewee mentioned the social innovation project ‘Forward Thinking’ 

as a case in which the designer had to face a lot of resistance to engage local stakeholders, 

since the organisation used specific tools and was sceptical in trusting and adopting a new 
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service design process. Going beyond the ‘trial and error’ process of many service design 

practitioners, who struggle to activate social innovation projects, this doctoral research 

project, supported by academic background and practical case studies, was judged to 

contribute an original methodological framework. Drawing from the ‘double diamond’ 

process outlined by the Design Council (2011) in the corporate sector, this framework 

translates it to community-centred design in a social innovation context.  

Expanding the Roles of the Service Designer 

The study confirmed the multiple roles highlighted in the framework for the service designer 

to play throughout a social innovation journey; however, one participant was particular 

interested in the political role of the designer as an activist.  

“The service designer can surely be an anthropologist and storyteller (or learn from 

anthropology and storytelling), a sensemaker by developing his own sensitivity towards an 

issue, a co-creator because that’s what he/she is supposed to do even in the traditional 

commercial service design field, but can he/she be an activist? […] It is interesting; it takes a 

leap beyond what a service designer is doing in community work” (P3). 

Although for this project the researcher had to play different roles throughout the process, 

one participant highlighted that the role of the designer may be more likely one of a 

coordinator of a multidisciplinary team of people applying their specific skills at different 

stages of the social innovation journey. The framework supports this collaborative role, as 

highlighted by one participant. 

“This is a very ambitious framework, because you have many skills, and many disciplines 

there, as it goes from the more anthropological background, to the business plan. There is 

a mix of skills that mainly one person would struggle to condense. So perhaps it would be a 

framework for collaboration across different disciplines; it could be a way for a designer to 

coordinate and lead that process, but for different people to come along at different points” 

(P4). 

To exemplify the importance of such a multiple role perspective, the agency Commonground 

Srl was mentioned to be led by a small team working with a large network of ad hoc partners. 

Moreover, in the case of ‘Service Design in Mind’ discussed by one interviewee, the designer 

was placed at the centre, creating synergies between an external mechanism of involvement 
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(a partnership with the agency Innovation Unit) and an internal mechanism of change 

(embedding service design capabilities within the organisation Mind).  

 

Enhancing the Cultural Sensibility of the Service Designer 

This study highlighted that this research project addressed the need for a more embedded 

and situated approach to designing for service. It proposed a framework that equips the 

designer with sensibility towards local contexts in order to activate social innovations, which 

are meaningful to communities.  

 

“You are bringing an example of a cultural sensibility to the service design field, and I think 

this is the most important contribution. […] This is a great example of how the design 

sensibility can be embedded into service design” (P1). 

 

The contribution of this research project is not meant to be a toolkit designed onto 

stakeholders, but a flexible approach that requires the service designer to tailor his methods 

and tools to the specific needs and aspirations of diverse participants, considering the nuanced 

social dynamics of local communities. 

 

“I value this anthropological approach because being an insider in a community means being 

sensitive to the power dynamics of the design process […] and to the fact that certain tools 

and approaches will be more suitable to some participants and not to others” [P5). 

 

Introducing a Situated Approach to Service Innovation 

The study highlighted that one of the theoretical contributions of this research lies in drawing 

the concept of ‘situated services’ from different disciplines and explicitly introducing it into 

the field of service design as a way of eliciting intangible values and embedding contextual 

insights not only in the design of service outputs but also in the process of service innovation.  

 

“That of ‘situated services’ is a very powerful concept. […] This term draws on different 

traditions, and you are bringing them to service design. […] When you craft situated services, 

you bring a lot of local cultural values into services. […] There is a lot of discussion around 

services related to economics, marketing that are about reproducing services. Instead, you 

are embedding the concept in a local level” (P1). 
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In order to craft situated services, another interviewee stressed the contribution of this 

framework to service design practice by proposing that the designer gains a deeper 

understanding of the place of innovation and draws on the knowledge and experience of local 

stakeholders to be engaged in an open co-design process.  

“The framework you are presenting is discouraging the top-down approach to innovation of 

service designers coming up with an idea that can be ‘copy-and-pasted’ from somewhere 

else in the world. […] It is encouraging a more open discussion, by identifying early in the 

process the right gatekeepers who could lead to the right stakeholders and, at that point, it 

activates a process of co-creation” (P3). 

Proposing a Middle-up-down Approach to Social Innovation 

The study highlighted that most social innovation projects start from grassroots communities 

developing new service models. Instead, in this doctoral research project, the designer did 

not propose a top-down agenda and was neither a member of a community designing a social 

innovation from the bottom but acted as a middle manager in order to address issues of 

sustainability and scalability of social innovations. One interviewee judged this approach as an 

interesting contribution in terms of power relationships, since it proposed a middle-up-down 

system, which embeds the artisans’ perspectives and is also strategically supported by 

external organisations, sensibly coordinated by the designer.   

“I see the service design anthropologist as a bridge. […] To be effective, you need to have 

skills to deal with both decision makers as well as people on the ground” (P5). 

Expanding the Remit of Design for Social Innovation Towards Design for Social 

Enterprises 

From the study, the need for further expanding the application of service design from 

commercial purposes towards the remit of social innovation emerged. An opportunity for 

service design, thanks to its human-centred approach, to be adopted by social enterprises 

was highlighted in order to tackle complex social challenges. This implies that, besides 

designing service outputs, the role of the designer lies also in building new models of 

organisations, i.e. social enterprises, which require an expansion of the designer’s skillset and 

toolbox in order to activate social innovations and understand their long-term impact.  
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“In the commercial world, a service designer is the person who designs services and brings 

expertise, but he/she is not the entrepreneur who started the project off. Instead, in the field 

of social innovation, if you take the role of the service designer as the person who activates 

social innovations, that means that he/she is more than a designer; he/she is a change 

maker, and this requires a different set of skills” (P3). 

 

The interviewee highlighted that such an expanded role contributes to the professional 

growth of the designer and the economic sustainability of service design projects, e.g. by 

developing sustainable business models and scaling strategies.  

 

Making a Bridge Between Two Service Design Worlds 

One participant emphasised that this research contributed to expanding the remit of the 

service design discipline, as it bridged two commonly distant sectors, i.e. the field of service 

marketing and management with that of design for social innovation. In fact, it proposed a 

designerly way of working with businesses in order to address social aims (i.e. not 

contributing to the profit of individual businesses, but encouraging collective forms of place-

making). The contribution of this research project was deemed primarily targeted to the 

service management community. It embedded a design sensibility into the process of 

activating meaningful social innovations, for instance through using storytelling and 

sensemaking methods to embed the social world into the process of service innovation. 

 

“Your work is creating a bridge from those who come from a managerial and marketing 

world to understand how service design can serve a social purpose. […] I think your work 

is more targeted to those who are situated in a managerial and marketing world than it is 

for us who are situated in the design for social innovation side” (P1). 

 

7.3.2.   Relevance to Tackle Real-World Problems 

The following sections report on the key findings in relation to the theme of ‘relevance’ 

borrowed from Zimmerman et al. (2007) as one of the criteria for evaluating design research. 

 

Minimising the Limitations of the Designer ‘Parachuting’ Approach 

The study highlighted the relevance of the framework to minimise the problem of the 

designer ‘parachuting’ into communities. It was acknowledged that the designer’s sensitivity 

towards the context and the methods adopted (e.g. design ethnography, storytelling, 

sensemaking) enabled the researcher to become an insider into the artisans’ realities and the 
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participants to step out of their embedded practices in order to look at the bigger picture 

and think strategically about the future.  

 

“You were alleviating the fact that you were external. […] The real research issue in your 

thesis for service designers for social innovation is how service designers can get as aware 

as possible of the situation of the artisans” (P1). 

 

The same interviewee highlighted that the context immersion proposed in this framework 

contributed to expanding the focus of participatory design from empathy towards inclusion, 

meaning an embedded and situated approach to design for your own context of life. 

  

“You have contributed by saying ‘I am not only having empathy, but I am having a deeper 

cultural sensibility and pursued a process that made me more aware of what the community 

was like’. […] This is the highest level of designers not being parachuted in a community, 

but really being there. […] Instead of being binary opposites, we are talking about grades 

of sensibility” (P1). 

 

Another interviewee acknowledged that this framework goes beyond facilitation of co-design 

processes, and the sensemaking role of the designer here proposed is relevant to establish a 

dialogical relationship with communities and ensure that the collaboration is socially 

successful.  

 

“I think service designers are trained to integrate co-creation in the process, but I think there 

still needs to be more. First of all, people need to feel comfortable with the service designer 

for the design to be socially effective. For the members of the community to trust and 

understand the designer, this takes time. I think a lot of people don’t realise that” (P5). 

 

Throughout this research project, the designer put considerable efforts to build trust and 

mutual understanding with the participants and paid particular attention to create a 

comfortable environment for the participants to share their stories (in the storytelling 

sessions) and open up themselves to think about the future (through sensemaking activities). 

 

Finding Gatekeepers to Engage Communities 

One interviewee confirmed the framework to be relevant in tackling the issue of engaging 

communities by finding a gatekeeper, i.e. someone with specific competences and who is 



Evaluation Study 

 

275 

personally known and trusted by community members. Similarly to the ‘Life 2.0’ project 

focused on the issue of ageing, here the researcher engaged artisans in a precarious 

socioeconomic condition, which requires establishing a mechanism of trust through finding a 

gatekeeper, framed also as ‘community provider’. For instance, in the Cape Town case study, 

managers of the Craft and Design Institute provided the researcher with access to their 

database of members in order to identify key participants and activate a chain of people 

motivated to take part in the project.  

 

“Identifying gatekeepers and building trust are key issues in certain research projects in 

which you work with communities, especially with some communities that do not have 

established mechanisms of trust. […] It looks to me that the processes of making sense, 

facilitating, co-designing need to have some sort of action support, a methodological support. 

It looks like you have been working exactly on this, and this makes it relevant to my project” 

(P6). 

 

Adopting an Anthropological Approach to Activating Meaningful Social 

Innovations 

One interviewee with background in cultural anthropology corroborated that the efforts 

invested by the design researcher to immerse himself into communities in order to elicit 

their narratives, make sense of their visions for the future and co-design situated services, 

were a suitable adoption of an anthropological approach to service design.  

 

“A problem with a lot of people who want to get into this field [i.e. anthropology] is that 

they think that just going there, travelling to exotic groups of people, already makes it 

ethnography. […] Instead, the main objective of the ethnographer is to get the natives’ point 

of view. […] This [your framework] makes a lot of sense. I think that learning from the 

community, framing the problem and then formulating the design and validating it with the 

community is a very sound way on how to go about it” (P5). 

 

The anthropological approach here proposed, encompassing using narratives and 

sensemaking techniques, was judged as a relevant way for designers to enter complex 

contexts (where people have different sets of needs and aspirations) and negotiate meaningful 

interventions, building on previous experiences, drawing on the tacit knowledge of local 

stakeholders, and letting the project organically grow over time.  
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“That first part of your framework, that situating, that listening, I think it is sometimes 

underestimated almost. […] That would be where I see it could be really helpful for 

designers, for example for design education as well, training designers how to do that first 

part of the situating, in a way that is humble, respectful, deep-listening. I think that would 

be your anthropological approach as well” (P4). 

Giving Hope and Activating a Process of Thinking Creatively About the Future  

The study emphasised that the framework proposed is particularly relevant to support the 

designer in helping vulnerable people gain hope that more positive alternatives to their 

current situation are possible. The research was also deemed relevant to open up a process 

of thinking creatively about the future with artisans (who, especially in developing contexts, 

are used to merely execute the designer’s vision), but also other non-creative types of people 

(whose imagination is generally constrained by lack of resource availability) and move from a 

theoretical point of view to practical visions for the future. 

“The other thing that really struck me was that at some point you tried to engage them 

explicitly in a conversation about the future. […] I think this would be really helpful, because 

most of the times […] people who are new to service design […] really struggle to go 

beyond what’s already available and think about the future in a creative way. That’s really 

frustrating, because the tools that are available in the design toolkit (e.g. horizon scanning 

or scenarios) can be useful, but sometimes, instead of being a starting platform for people 

to think more creatively, they become a place where they land. So, you provide them with a 

scenario or a horizon scanning, and they tend to work with what you gave them, but not 

really elaborating technically new things from that” (P4). 

Going beyond unstructured envisioning exercises used by other practitioners, the tools 

adopted for the sensemaking sessions in this research project were judged particularly useful 

to visualise the participants’ visions for the future, situated in their own realities and help 

both the designer and the participants gain a better understanding of the potential for 

innovation.  

“The part that can make a contribution to my own projects […] lies more in the ‘situate’ 

part of the framework. This part could help me gain a better understanding about the 

stakeholders’ vision of their own potential. […] In my own experience, we tend to make 
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informal conversations with stakeholders and artisans, so using the methods and tools that 

you propose that are more visual, I think it will be better” (P2). 

 

Dealing with Conflicting Visions for the Future 

The study shed light on the issue of the design researcher having to deal with conflicting 

visions for the future, when people with different agendas (e.g. service users, providers, and 

clients) participate in the co-creation of a service.  

 

“What happens if that vision for the future needs to be developed collectively? So, it is not 

just my future, as an individual entrepreneur, maybe, but it is a group of people, among 

which there are a lot of inter-dependencies, because the service needs to be provided by 

somebody, funded by somebody else, and maybe these visions are not aligned. I was 

wondering: how would you move on from that, having different people around the table?” 

(P4). 

 

Through sensemaking, the concept of ‘sustainable futures’ was unpacked by multiple artisans 

from diverse perspectives, for instance in terms of revitalising cultural heritage, rebuilding the 

social fabric, and regenerating local economies.  

 

Moving Back and Forth between Different Temporalities 

The study confirmed that the approach here undertaken was effective in overcoming the 

initial resistance to collaborate and prompting the stakeholders to pause their short-term 

challenges and think about a longer-term future, in order to gain alignment of visions around 

an overarching future strategy.  

 

“It is actually that longer-term future where you could get more agreements between 

different people with different agendas. […The longer-term future] could be a nice way of 

creating some alignments before you have conflicts emerging. I do not think you can get rid 

of that, but you could start from something positive and get people – who could be 

disagreeing strongly on things – think together about that longer-term future. This is 

something for me to take away” (P4). 

 

Activating Local Legacies 

Beyond the service deliverables resulting from co-creation workshops, the study emphasised 

the importance of activating artisans to join together as a community grounded on a shared 
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set of values. In fact, this research aimed at empowering communities to become less reliant 

on the designer and more self-sustainable over time. With this in mind, the framework 

developed as an outcome of this project is visualised with an open shape and a gradient to 

represent an open-ended process in which the designer’s contribution progressively 

dissolves, and actionable routes are outlined for the community to transition towards a 

sustainable future. 

 

“The community organisation is really important because if it takes the dependency out of 

the designer, it makes the approach more sustainable” (P5). 

 

7.3.3.   Transferability to Other Contexts 

Discussing examples from their own research and practice, the participants evaluated how 

the framework developed as an outcome of this project could be applied to other contexts 

in order to make further contributions to the service design field.  

 

A Model for Engagement with Communities 

The precarious and isolated condition of textile artisans was chosen as the scope of this 

research project, but from this study it emerged that the framework can be applied to 

designing services with any community in need of transitioning towards a sustainable future. 

For instance, the interviewees mentioned ageing demographics or groups of people 

challenged by financial crisis, health conditions, or facing environmental disasters, as potential 

cases of application of the framework in order to activate such communities to think that 

things can be done differently and better.  

 

“It would be really useful to the work I do; especially ‘cause I work with marginalised groups. 

[…] So if you get to the point of them talking about the future, and really allowing them to 

think, opening about that future, to be really different from what it is now really, there is a 

lot of work to do together” (P4).  

 

The framework was judged useful to facilitate engagement between currently disconnected 

members of communities, like in the ‘Rio Vivido’ project that was discussed as an example of 

triggering interactions between the elderly in Rio De Janeiro and tourists willing to visit the 

city through the lenses of local people. Another interviewee suggested the potential 

application of the framework to empower citizens (with diverse backgrounds and aspirations) 

to make meaningful use of open data, for instance in the outdoor tourism sector.   
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“In ‘OPEN4CITIZENS’, it [the framework] would be interesting because we try to put 

together communities with different expectations, cultures and so on; there, especially the 

first diamond of your method becomes very relevant. We are organising a hackathon now 

with people coming from very different backgrounds and we are doing a big effort in scoping 

a meaningful intervention, even though we are not calling it this way. Eliciting tacit knowledge 

somehow will be used to find common narratives among actors. Framing a meaningful vision 

maybe also, yet not with a long-term horizon but with a short-term horizon” (P6). 

 

Application of the Framework in Public Service Organisations 

The framework was recognised as a model elaborated from the ‘double diamond’ (Design 

Council, 2011), which is familiar to designers but also managers of organisations using design 

thinking. For instance, one interviewee acknowledged that the framework could be applied 

in the healthcare sector and make a relevant contribution to service design for social 

innovation.  

 

 “Although it speaks very clearly to designers, potentially it could be used by an organisation. 

[…] It would be very helpful for me, for example, as a project manager of an organisation 

in the third sector, which works in the field of social innovation” (P4). 

 

Another interviewee recognised the potential for community-centred design to be adopted 

by local authorities for the provision of public services in different sectors, such as healthcare, 

education, public space, etc. In this scenario, it was discussed that the role of service design 

could be either outsourced or embedded within organisations; in the latter case, it was 

envisaged that the designer works across different departments of the organisational culture, 

blending with management, marketing, and other social sciences.  

 

“I would be very curious to see how your framework could work in the public sector, 

intertwining the community-based approach that you are suggesting with some of the policies 

of local authorities. […] I think this would add a whole level of complexity, in terms of policy 

discussion, but I can see that your framework could address that as well. It could become a 

very interesting framework for public consultation, which for sure will make you very relevant 

for many public administrations” (P3). 
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7.3.4.   Limitations of the Framework 

Discussing how they could adopt or adapt the research process here undertaken to their 

own service design research and practice, the interviewees outlined the following limitations 

of the framework developed as an outcome of this project. 

A Set of Existing Tools, Repackaged into a Flexible Framework 

The interviewees highlighted that the tools used here already exist. However, it is important 

to highlight that the contribution of this research project lies in the original way of bringing 

them together into a meaningful framework and gathering interesting implications for service 

design.  

 “To be honest, your tools and your co-design process were interesting, but it is a very diffused 

approach. […] All the tools you have used are very nice, but you can say ‘ok, they are just 

tools’” (P1). 

The interviewees also stressed the need for tailoring the methods to address specific 

purposes in different contexts. In fact, the flexibility of the framework was deemed 

particularly crucial for service designers working across different sectors and in contexts with 

a large cultural diversity.   

“I cannot say this is the best of the frameworks because it varies from case to case. In my 

experience, if you want to work on social innovation, you have to build on a very rich toolbox 

and learn to use the tools in the most different ways” (P6). 

In this regard, the researcher already adapted the tools from one case study to the other, 

incorporating learning from experience. Furthermore, the outcome of this research project 

is not meant as a set of tools commodified for repeatability, but rather as a whole approach 

enacted by the service designer mastering his skills of crafting situated services in response 

to sociocultural issues emerging within a context.  

Challenges in Adoption and Diffusion of the Framework 

One participant in the Evaluation Study identified a limitation in the use of design jargon, as 

well as in the complexity of the framework borrowing multiple methods from diverse 

disciplines. This was due to the fact that the current project was led by an individual 

researcher who had to draw on his own skillset and available resources and play multiple 

roles throughout the process. Instead, for the framework to be adopted and adapted by 
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others in their own contexts, the interviewee recommended the researcher to give further 

explanations about how to use the different tools and how to overcome the challenges 

encountered, as well as to add practical details about the timeframe, costs and resources 

required throughout a social innovation journey.  

 

“How would you help people navigating tools coming from different disciplines? How would 

you provide and share this framework, at the very end, maybe even beyond your PhD? […] 

When I have been using design, even something standard like the double diamond, there 

has always been an issue, like time (how long it takes), resources, skills, the cost for the 

organisation” (P4). 

 

Moreover, one interviewee recommended that the researcher produced a video in order to 

present the framework and how it works in a more accessible and engaging way and diffuse 

it online within a wider audience.  

 

Lack of Service Implementation, Beyond Facilitation of Co-design 

One interviewee emphasised the need for the researcher to go beyond the use of tools 

during co-creation workshops. In fact, even if provided with instructions about how to use 

them and supported with case studies, it is unlikely that stakeholders can use the tools by 

themselves, in a meaningful, practical and effective way. To overcome this limitation, the 

researcher was recommended to develop working tools, build capabilities in a few key 

stakeholders and empower them – through mentoring on a medium-term – to become 

cultural insiders sustaining the project in the long-term.  

 

“The risk could be that, as in many projects we do, we introduce a lot of tools, a lot of 

frameworks that are usually well received. If they are used just during workshops or this type 

of activities, it is difficult for people to change and continuously improve their services in the 

future. It is about a long-term legacy, and not only passing on the attitude and the mindset, 

but also some practical tools” (P3). 

 

Another interviewee highlighted that relying only on the service designer for sustaining social 

innovations, after the process has been activated and facilitated, is challenging, especially when 

the project is dependent on funding from external bodies.  
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“You might want to consider that the service designer, as an individual, can only do as much. 

I mean, the ideal is that you go through the whole process and that you don’t parachute 

because you want to be there to facilitate and be at hand. But it’s often a matter of funding 

and one of my greatest frustrations, especially when you are dealing with the government 

which has funding for one thing only, is that when it’s done, it takes a while to convince 

people” (P5). 

Another limitation that emerged from the study was the need for local communities to take 

responsibility over the implementation of the outlined service propositions. This was 

recognised to be a recurring challenge in any social innovations activated by a designer and 

managed as projects with an end point, posing the need for creating an infrastructure or 

enabling ecosystem to sustain them over time.  

“One limitation could be: how did you help a designer – or whoever is left with the model 

and the vision of the future and the actual plan – to make sure that it is actually 

implemented? […] What happens after the plan is an area easily overlooked. […] Of 

course, you cannot cover everything, but maybe there is a next step for going back to your 

artisans, and looking at how they have managed since you have left, what they have done, 

etc.” (P4). 

To overcome this issue, the designer was recommended to build a legacy within the 

community and accompany it until co-production and implementation of the innovation, 

making sure that the stakeholders stick to the envisioned core values, although the service 

features may evolve over time.  

“The exit strategy is crucial, because you have to hand over a set of practices (which they 

are not used to), to work along, and make sure they continue. Maybe they interpret them 

and make their own decisions, but it is important to keep a legacy with the co-design work 

and take it down to co-production and implementation” (P3). 

Lack of Evaluation of the Social Impact 

Considering the importance of impact for third sector organisations, the Evaluation Study 

stressed the need for identifying at the outset some criteria to assess, for instance in terms 

of artisans’ empowerment (e.g. to solve their own problems after the designer’s exit) or 

community resilience. Going beyond metrics, finding qualitative criteria for assessing social 
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innovations was suggested as an opportunity to use them as evidence for also activating future 

projects.  

“I am not a fan of KPIs, evaluation systems, especially quantitative, but again, trying to 

advocate, if I were to look at it as a manager in the health sector, I would have wanted to 

see the evidence that this has worked in the past” (P4). 

“It would be useful to see alternative ways of evaluating; this does not always mean trying 

to define the indicators that could monetise the impact but could maybe visualise the social 

value. […] You need to show the numbers, but also the change in the lives of people. You 

could do a documentary, but that’s not always an easy way to do and show” (P3). 

Although the service propositions have not been implemented yet because of the time and 

resource constraints of this research project, the artisans were provided with a manifesto of 

values in which they believe as a community. They also felt empowered to use such values as 

guidelines to self-assess their transition towards the envisioned future. However, a limitation 

lies in the translation of the intangible values embedded in the manifesto into some form of 

commensurable criteria to be used for assessing the service innovation.   

7.4.   Conclusions 

This study aimed at evaluating the potential impact and relevance of this research project’s 

contribution beyond its specific case studies. Based on the evaluation of the framework with 

a representative panel of international experts in service design, considering the criteria of 

contribution, relevance, transferability, and limitations of the research process (adapted from 

Zimmerman et al., 2007), it was possible to conclude that: 

- This investigation expanded the domain of application of service design to the textile

artisanal sector and allowed structuring the complexity of social innovation processes

within a theoretically informed methodological contribution. This research project

contributed an original framework that equips the service designer with cultural

sensibility to enter communities and co-design situated services that activate social

innovations meaningful to them. In particular, the interviewees confirmed the

multiple roles that the service designer can play while adopting a middle-up-down

approach to social innovation. It was suggested that this research advances the

service design discourse from the design for social innovations to the design for social
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enterprises and makes a bridge between two service design domains (working with 

businesses, as well as achieving a social aim).  

- The framework developed as an outcome of this project was judged a relevant way

to minimise the negative impact of the designer ‘parachuting’ into communities

through finding gatekeepers and adopting an inclusive approach. This was recognised

as a valid way of engaging with and giving hope to vulnerable communities, enabling

them to start thinking creatively about the future, moving back and forth between

different temporalities in order to deal with conflicting visions for the future, and

activating local legacies.

- The participants recognised that the approach proposed here can be applied not

only to textile artisan communities, but to diverse communities in need of

transitioning towards a more sustainable future. The potential to apply this

framework within public service organisations was also identified.

- Finally, the Evaluation Study allowed outlining the limitations of this research

project (i.e. in terms of using existing tools, adoption and diffusion of the framework,

implementation of services, as well as assessment of social impacts). It also suggested

avenues for future work, which are discussed in chapter 9.
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8.  Discussion 

This chapter integrates and discusses the key findings from the research and explains how 

they contribute to the existing body of knowledge mapped in the literature review.  

 

8.1.   Introduction 

The research explored how service design can be used to activate textile artisan communities 

to transition towards a sustainable future. This thesis argues that top-down, one-size-fits-all 

approaches to service innovation are inadequate to address the specific needs and aspirations 

of local communities, and also that bottom-up initiatives are not by themselves necessarily 

sustainable. In order to overcome the limitations of services when are conceptualised from 

a business and engineering perspective, this thesis proposes instead an anthropological 

approach to embed the social world into the process of service innovation. Arguing against 

the idea of replicating services regardless of their integration to local contexts, the concept 

of ‘situated services’ is presented, alongside the craft of the designer in activating meaningful 

social innovations. This requires the service designer to tailor his approach to suit the needs 

of specific communities, and interweave places, time, people and practices within the process, 

in order to co-design contextually better services. As an outcome, this thesis proposes an 

original framework (Figure 8.1), which equips the designer with cultural sensibility when 

entering communities, aiding them in making sense of sustainable futures, co-designing 

situated services and activating meaningful social innovations. Going beyond fixed sets of tools 

commonly used in service design, the framework was conceived to be flexible and open to 

adoption and adaptation by other designers, drawing on the resources and situated 

knowledge of local stakeholders.  

The diverse roles that the service designer can play and the methods that can be used 

throughout a social innovation journey are discussed in the following sections. This thesis 

addressed the issue of ‘parachuting’ into communities by proposing that the service designer 

becomes a cultural insider, using story-listening and story-telling to interweave fragments of 

past and present into new narratives, helping communities make sense of sustainable futures, 

and tackling the crucial issue of the exit strategy in social innovation projects by activating 

legacies within local communities. Additional findings that emerged throughout the 

investigation are discussed in relation to disciplinary concerns around the diverse agendas 

driving social innovation projects – here merged into a ‘middle-up-down’ approach – as well 

as the potential of design for social enterprises as collective forms of management for social 

innovations.  
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Figure 8.1: The ‘Crafting Situated Services’ Framework. 

8.2.   The Roles of the Service Designer in Social Innovation Contexts 

Going beyond the focus on a set of methods and tools on which service design practice has 

been legitimised as a disciplinary field (Sangiorgi & Prendiville, 2017), this thesis adopts the 
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view that designing for service is an on-going and collaborative process of change, which in 

this research is pursued by engaging with textile artisan communities.   

In contrast to other approaches to social innovation with communities, which are often 

framed as ‘diffuse design’ – meaning the natural problem-solving capability of people (Manzini, 

2015) – this research project fell under the remit of ‘expert design’, since it was led by a 

design professional using specific skills and design knowledge. In fact, instead of simply adding 

a professional structure to initiatives generated from within communities, here the designer 

entered communities looking for sustainability challenges, and as an activist turned them into 

opportunities for designing meaningful social innovations. Such an approach to service design 

for social innovation is particularly timely since many of the current generation of designers 

wish to work outside of the corporate sector and are motivated to work either 

independently as entrepreneurs or embedded in organisations engaged in social innovation 

projects with communities.  

By applying service design in the context of textile artisanship, this research bridged the field 

of service management with that of design for social innovation, proposing a designerly way 

of working with businesses while addressing social aims. In this, the domain of service design 

practice was expanded beyond product and serviceability (Bhamra et al., 2017), and was 

meant as a human-centred, strategic and systemic approach to business and social innovation. 

The investigation demonstrated the value of service design as a means to support artisans, 

who currently compete on a goods-dominant basis, to transition towards a sustainable future, 

not only for their businesses, but also for the local community and heritage crafts. It was 

made evident that service design can support artisans to overcome barriers in terms of skills, 

production process, supply chain, market, consumer demand, products, business models and 

support systems, as a step towards achieving a sustainable future.  

The focus on the deeper implications of business transformation aligns with the expansion of 

the scope of service design from the periphery of organisations (e.g. touchpoint design) to 

the inner mechanisms supporting the delivery process (Sangiorgi & Prendiville, 2017). In fact, 

artisanal businesses were investigated as complex sociomaterial systems, and the co-design 

of a manifesto of values was facilitated to inspire their transition towards a sustainable future. 

The transformational capability of the designer was identified as an underlying crucial element 

in the expanding role of the service designer for social innovation, alongside context 

sensitivity, storytelling, sensemaking, co-creation and activism, resulting in empowering 

people to act using multiple service design and co-design tools. 

This requires also a shift from a ‘T-shaped designer’ (Guest, 1991) – equipped with a broad 

skillset and specialisation in one sector – to an ‘O-shaped designer’ (Brass, 2014) having a 
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systemic mindset. As demonstrated throughout the social innovation journey undertaken in 

this project, the designer enacted anthropological expertise for context immersion, 

visualisation skills to build new narratives and envisioning capabilities to make sense of 

sustainable futures, alongside skills of value co-creation more usually associated with strategy 

and management. Overall, such a comprehensive framework opened up a challenge for 

educational programmes to train a new generation of service designers to work across 

disciplines and activate meaningful social innovations. In fact, although throughout this 

research the service designer had to play different roles to serve different purposes, it is 

more likely that the role of the designer becomes one of a manager of a multidisciplinary 

team of people applying specific skills at various stages of a social innovation journey, as 

discussed in the following sections.  

8.2.1.   Cultural Insider: Tackling the Designer ‘Parachuting’ Approach to 

Entering Communities 

The literature reviewed for this project confirmed existing evidence of the frequent 

limitations designers face to grasp the complexity of local contexts (Penin et al., 2016), and 

the inefficacy of ‘parachuting’ into communities (Akama & Prendiville, 2013). This research 

highlighted that such a limitation can be minimised by suspending the problem-solving mode 

prevalent in design thinking practice, as well as unpacking and reframing the root causes and 

the context of the problem before jumping into technical fixes. Findings from the Evaluation 

Study (section 7.3.2.2) show that nurturing designers’ cultural sensibility can enable them to 

gain a more nuanced understanding of the complex sociocultural context in order to frame 

the problem from the perspective of local communities, considering their needs and 

aspirations. In this project, although the designer was inescapably an outsider, methods of 

design ethnography, storytelling and sensemaking were used to dive deeply into the context 

of innovation. These enabled the designer to draw on the knowledge of local stakeholders 

and facilitated them to participate in the process of co-designing situated services based on 

their local cultural issues.  

Unlike bottom-up social innovations developed by communities themselves, when the 

process is activated by a designer it is important to embed local values into service 

innovations that are meaningful and compatible to the existing culture. Therefore, the ‘situate’ 

stage in the framework (Figure 8.2) aims at better understanding the ‘diverse forms of 

rationality’ (Lazzarini, 1999) of stakeholders with different knowledge, expectations and 

problem-solving attitudes. For this purpose, the researcher borrowed ethnographic methods 

(such as participant observations and unstructured interviews with diverse stakeholders) in 
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order to immerse himself into the culture of the businesses and identify potential ‘tensions 

for change’ (Sangiorgi et al., 2015), i.e. challenging situations, which become signals of a 

context’s ‘readiness to innovation’ (Greenhalgh et al., 2004). For instance, in the Cape Town 

case study, the context immersion activity (section 6.3.2) contributed to eliciting a series of 

sociocultural wicked problems (e.g. racial segregation, competitive business mind-sets, and 

problems of access to development resources, as well as inefficiencies within the formal 

sector). These were framed from the perspective of different target groups (e.g. the 

unemployed, black people, white business owners, social enterprises, and the government), 

whose worldview and agendas were taken into consideration while co-designing a meaningful 

social innovation.  

Moreover, the framework here proposed goes beyond a mere use of ethnographic methods 

in initial research stages serving a documentary purpose and provides the service designer 

with context sensitivity throughout an on-going process of transformation mindful of pre- 

and post-design legacies, which are often overlooked by top-down organisations when 

designing support services and strategies. In fact, beyond the focus of service designers on 

the ‘con-text’ of businesses (meaning their current environment and network of 

stakeholders), this research project intended to address also their ‘pre-text’. Such a concept 

was borrowed from Junginger and Bailey (2017) to define previous decision-making 

experiences, design approaches and efforts that inform current practices. The framework 

developed throughout this project provides the designer with an anthropological approach 

to entering these communities and embedding the knowledge of past experiences and 

present practices into the process of service innovation.  

The case studies also highlighted that the way stakeholders perceive the role of design 

influences the way they engage in collaborations and negotiate the scope of a meaningful 

intervention. One example occurred in the participant recruitment stage. Whereas in 

Nottingham the researcher experienced resistance to collaborate, in Cape Town an initial 

design ethnography activity was conducted in order to identify a gatekeeper – also framed by 

Morelli (2015) as ‘community provider’ – to get access to participants, engage artisans 

motivated to take part in the study and build on existing relationships to reactivate an artisan 

collective.  

Finally, the approach proposed builds on design for empathy and inclusion (Cipolla & 

Bartholo, 2014) and on reflexive and inter-subjective practice (Akama & Prendiville, 2013), 

meaning doing research ‘with’ – rather than ‘for’ or ‘about’ – people. However, this thesis 

highlights the diverse grades of participation of the socially responsible designer, who is 

summoned to go beyond empathy and become an insider by experiencing the world from 
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the natives’ point of view and establishing a dialogical relation with a community. Reciprocally, 

the participants are encouraged to step out of their embedded practices in order to look 

holistically at their own situation and think strategically about their future.  

Figure 8.2: The ‘situate’ stage in the framework. 

8.2.2.   Storyteller: Interweaving Fragments of Past and Present into New 

Narratives 

It is increasingly recognised that storytelling is a prominent method to bridge business 

narratives with user experiences (Zurlo & Cautela, 2014); in service management, business 

narratives are built at the end of organisational transformation processes (Junginger & Bailey, 

2017). Instead, in this project, positioned within design for social innovation, storytelling is 

used as a means to yield fragments of community’s practices to be interwoven into the design 

of situated services. Although there is an increasing use of storytelling in the designer’s 

toolkit, some limitations are associated with it; these were tackled by this investigation and 

unpacked in the framework developed as an outcome of this research (Figure 8.3).  
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Figure 8.3: The purpose, method and implications associated to the ‘storyteller’ role of the designer. 

Beyond the emphasis on storytelling within mainstream innovation discourses, the method 

was used here to highlight the fragments at the margin of social innovation contexts. For 

instance, the artisans – who often find themselves in a marginalised condition (Scrase, 2003) 

– had their voices heard, contributing to gaining agency within the local community. The role 

of the designer entailed both story-listening and story-telling, which required professionalism 

to build a trust relationship with the participants, availability to schedule meetings at their 

workspaces and at times most suitable to them, and sensibility to create a comfortable 

atmosphere for them to openly express their needs and aspirations. This attitude enabled an 

act of deep-listening, by being actively receptive and creative to build not only empathy 

(Kouprie & Sleeswijk, 2009) but also inclusion (Cipolla & Bartholo, 2014), resulting in a 

deeper relationship to facilitate a dialogue between the artisans’ minds, their hands, the 

materials, and the researcher (Bofylatos & Spyrou, 2017) and elicit their tacit knowledge.  

Whereas designers are sometimes criticised for eliminating any tensions and manipulating 

their stories into narratives which appear ‘too good to be true’ (Bertolotti et al., 2016), here 

the artisans’ narratives were built as micro-stories, flexible and fallible, yet ‘good enough’ 

(Gamman & Thorpe, 2011) for social innovations to emerge. In this, the investigation 

challenged a blind faith in a linear progress towards ‘the’ future and adopted the metaphor 

of ‘lines’ introduced by Tim Ingold (2007) that emphasises a continuous movement between 

different temporalities, in which multiple voices can emerge, carrying diverse experiences, 
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fears and aspirations. For instance, interweaving fragments of past and present practices into 

visions for sustainable futures, tensions emerged in the Nottingham lace artisans’ claim for 

making skills being lost and the lack of willingness to employ and train more people; similarly, 

despite the artisans’ quest for further support from organisations in Cape Town, many 

businesses had not made much use of the resources provided by institutions.  

Storytelling has also been criticised for being used in an ‘intuitive’ and not skilled way by 

designers attempting video-making to document their research (Bertolotti et al., 2016). To 

ensure a more systematic process, storytelling cards were specifically designed for this 

project to aid the researcher in eliciting tacit knowledge and drawing a holistic understanding 

of the social, cultural, economic and environmental accounts of the artisans. Furthermore, 

complementing the interviews with observations and photography resulted in an effective 

method to link the artisans’ responses with evidence of their practices observed in the 

workspace and capture details, which could have been otherwise overlooked in non-

contextual interview settings.  

The investigation also highlighted the importance of synthesis skills, needed to enable the 

designer to make insights collected in the field manifest and tangible. For this purpose, photo-

stories were specifically designed to capture, by means of photographs and a diary-like text, 

the sustainability issues identified in the artisans’ narratives. The representation skills inherent 

to the designer also encouraged the participants to change their views of themselves and feel 

empowered.  

Finally, whereas storytelling is sometimes used merely to document work-in-progress and 

the outputs are not shared outside of the design team or their context of reference, here 

the photo-stories developed by the designer served as tangible objects. They were used as 

‘engagement tools’ (Thorpe et al., 2016) shared with the participants in the co-creation 

workshops in order to trigger debate and exchange amongst stakeholders. In fact, this project 

evidenced that storytelling can contribute to creating a shared understanding between the 

researcher and the participants and allowing for a wider audience of stakeholders to become 

aware of the artisans’ practices and thus co-design solutions that challenge the status quo.  

8.2.3.   Sensemaker: Situating Sustainable Visions for the Future within the 

Artisans’ Realities 

Current literature proposes a view of social innovation as a social construction of meaning 

(Maines, 2000), since such solutions are developed by people in response to their needs in 

their local cultural context (Manzini, 2015). In this regard, it is important to clarify that 

whereas in most grassroots social innovations the ‘sense’ of the service is provided ‘from’ 
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the community, in the case studies of this research the innovations were activated by the 

designer co-creating sense ‘with’ communities. In this project, sensemaking was applied to 

the context of textile artisan communities in order to co-design situated services for 

sustainable futures (Figure 8.4). 

Figure 8.4: Key implications associated to the role, purpose and method of the designer as ‘sensemaker’. 

Designing ‘anthropological futures’ (Smith et al., 2016) was deemed essential and unavoidable 

in order to preserve local traditions and cultures, which artisanship embodies. The findings 

from this research are in line with Pink and Akama (2015), evidencing that sensemaking 

helped overcome the fear of an unknown future so that the uncertainty became a unifying 

force among artisans to collectively generate new ideas and shape their own future. 

Furthermore, this approach aligns with Willis’s (2014) concept of ‘designing back from the 

future’, sensemaking was here undertaken through an act of going back and forth between 

past, present and future temporalities in order to frame meaningful social innovations that 

‘made sense’ or, in other words, were coherent with the artisans’ traditional practices and 

local values.  

Throughout the two participatory case studies, the artisans’ visions for the future focused 

upon socioeconomic sustainability. This evidences that whilst social innovations challenge the 

status quo, they still need to find their own sustainability models, alternative to the mainstream 

system. In fact, by unpacking the concept of ‘sustainable future’, the artisans expanded their 

understanding from overwhelming environmental concerns and gained motivation towards 
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taking collective action towards socioeconomic flourishing. As a result, the textile artisans 

who participated in the Cape Town Case Study framed their vision for a sustainable future 

as an opportunity for making the local economy flourish through job creation and conveying 

heritage know-how to future generations by building a network of like-minded businesses 

and a wider support system. 

In this research, the designer played the role of a sensemaker to leverage potential 

opportunities for innovation found in the artisans’ narratives through the initial storytelling. 

This process entailed individual sensemaking with each of the artisans, fostering them to make 

sense of their own ‘pre-text’ (i.e. inherited background and experiences), and integrating 

their fragmented practices into meaningful visions for a sustainable future.  

Moreover, the designer challenged the commonly passive attitude of the artisans waiting for 

top-down support from organisations and contributed to empowering them to become 

agents of their own alternatives. Although aware of the possibility of conducting collaborative 

sensemaking (Raijmakers et al., 2013), the designer exercised sensitivity towards the artisans 

feeling in a vulnerable condition and engaged with each business separately in order to create 

a comfortable atmosphere for the participants to share their own fears and aspirations.  

The ‘What if…’ (Figure 6.7b, section 6.2.5.1) and ‘Ideas generation’ (Figure 6.7c, ibid.) tools 

aided the artisans in mapping potential innovations, shifting from context-free and technical 

future trends to situated and human-scale service propositions. However, this also poses the 

challenge for the service design community to evolve its methods and skills and enable 

multidisciplinary stakeholders new to service design to engage in effective sensemaking 

activities. For this purpose, the concept of ‘anorthoscopic vision’ was borrowed from Virilio 

(2000) to highlight an opportunity for progressively shaping a holistic vision, comprehensive 

of multi-layered thoughts, triggered through sequential sensemaking exercises. To facilitate 

this process, a set of ‘future trends’ cards was specifically designed (Figure 6.8, section 

6.2.5.1), with keywords open to the participants’ interpretation. These were deemed a good 

trigger for the artisans to think creatively; however, in view of future research, these could 

be improved by incorporating more visuals and using simpler terms to make the sensemaking 

activity more participant-led. 

Finally, an emphasis on ‘mundane’ futures (O’Dell, 2014) – slowly changing the present – was 

made to avoid speculative and disruptive design, since the resilience of artisans’ heritage 

practices was the main concern. In fact, the service propositions outlined as an outcome of 

this research are not particularly novel, but their value lies in being plausible and provisional 

rearrangements of existing assets within an on-going process of transformation.  
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8.2.4.   Facilitator: Crafting Situated Services 

To counter the attempts of large organisations to expand their businesses by replicating 

services regardless of their integration to local contexts (Reynoso et al., 2015), the concept 

of ‘situated services’ was investigated and a process for ‘crafting’ them was developed (). 

 

Figure 8.5: The role, purpose and method of the design ‘facilitator’, with its key implications for ‘crafting situated 
services’. 

The notion of ‘situatedness’ draws from diverse disciplinary traditions – from anthropology 

(Suchman, 1987) to informatics (Dourish & Bell, 2011) to economics (Zaoual, 2006) – but 

one of the theoretical contributions of this research lies in making an explicit introduction of 

it into the field of service design. While this concept has been explored in design (Krucken, 

2009; Villari, 2012; Parente & Sedini, 2017), the literature on ‘design for territory’ is mostly 

focused on product design (and artisanship is well suited to this context as a contributor to 

place-making). Instead, this research builds on Prendiville’s (2015) anthropological 

perspective on the concept of ‘place’ (which considers the social practices of everyday life 

embedded in community-based services) and furthers the understanding of ‘situated services’. 

These are defined here as services that are rooted in a locale and grounded in personal 
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notions of time, that are tailored to the people who use and produce them, embedding their 

local tacit knowledge and everyday practices within them.  

Furthermore, this thesis argues for a ‘crafted’ approach to designing situated services. This 

requires the designer to be open to grasp cultural sensibilities, flexible to navigate 

uncertainties, and inclusive to engage local stakeholders both in the design of service outputs 

and in the process of co-creating them.  

For this purpose, the designer organised and facilitated co-creation workshops as a way to 

gather diverse stakeholders and outline a situated service proposition together. However, 

when stakeholders with different agendas participate in the co-creation of a service, the 

critical issue of dealing with conflicting visions for the future emerged. This made evident the 

political role of the designer having to zoom out from specific short-term challenges and elicit 

opportunity areas across artisans for the long-term sustainability of their community. 

Furthermore, the empowerment of the artisans was crystallised by using photography. For 

instance, in the Cape Town Case Study, at first, the artisans were photographed holding their 

own posters individually, then all together with the designer among them, as a member of 

the community, having brought their collective to life.  

Adopting such an approach, the Case Studies led to the outline of two situated service 

propositions (i.e. a ‘co-designer in residence’ service for modernising heritage Nottingham 

lacemaking businesses, and a platform for sharing information throughout the supply chain of 

an artisans’ collective in Cape Town) aimed at transitioning the local textile artisan 

communities towards a sustainable future. For instance, in the Nottingham Lace Case Study, 

although the proposition of a ‘co-designer in residence’ was conceived to provide bespoke 

and situated services for innovation of individual artisanal businesses, an overarching strategy 

was negotiated around the collective purpose of recreating a sense of place. Although it is 

arguable that such service propositions can appear mundane, they were judged by the local 

communities as meaningful to address their own needs and aspirations. Since a ‘context-

centred approach’ (Santamaria, 2017) was adopted and a wide network of stakeholders 

engaged throughout the co-design process, it is expected that the innovations will be resilient 

beyond the researcher’s exit from the communities. 

8.2.5.   Activist: From the Exit Strategy to the Activation of Legacies 

Drawing from service organisations studies (Greenhalgh et al., 2004; Sangiorgi et al., 2015) 

the research acknowledged the issues of ‘system readiness’ for innovation and ‘compatibility’ 

of the outlined service propositions for them to be implemented after the designer leaves a 

community. 
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In relation to ‘readiness’, it emerged that in Cape Town, for reasons of survival, the artisans 

were better equipped to risk and innovate than in Nottingham, where the local stakeholders 

were disheartened about their future, and therefore the designer had to play a more 

proactive role to activate a future-making process. In this project, the contribution of the 

designer goes beyond the much-discussed role of facilitator and can be framed as design 

activist (Fuad-Luke, 2009), as there was an intentional purpose to motivate stakeholders to 

join together as a community and empower them to make things happen (Figure 8.6). 

Although the activist role is not new for designers, it is gaining increased interest among the 

design community. In this regard, this research did not adopt a disruptive approach to 

activism but built on the anthropological notion of ‘slow activism’ outlined by Pink (2015) and 

proposed a process for the designer to mindfully enter the artisans’ worlds and situate 

potential innovations within their realities in order to overcome their resistance to change 

and help them transition towards a resilient future.  

 

Figure 8.6: The role, purpose, methods, and key implications associated to the designer as ‘activist’. 

Given the time and resource constraints of this project, this research accomplished the first 

three stages of the ‘social innovation journey’ outlined by Meroni et al. (2017) referred to as 

‘pre-incubation’, namely, raising awareness, creating a vision and outlining a service 

proposition, based on a deeper understanding of a context and framing of a problem. This 

phase, often underestimated in comparison to the efforts invested in the generation and 
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implementation of solutions, is here considered fundamental to activate stakeholders towards 

positive change. 

Furthermore, building on Sangiorgi’s (2011) theory of transformation design, this research 

confirmed the need for nourishing an enabling ecosystem based on both an external 

mechanism for involvement of diverse stakeholders and an internal mechanism of change 

around shared values. This was evidenced in the service proposition outlined in the Cape 

Town Case Study, which goes beyond the bilateral user-provider relationship of services and 

involves a more complex support network. Therefore, it transpired that conventional service 

blueprints were ineffective in capturing the diverse set of capabilities and agendas of multiple 

stakeholders, and more aspirational tools were required within the service designer’s palette, 

such as a social business model canvas (with emphasis on the value proposition) and a 

manifesto of values (section 6.2.5.1).  

Besides activating communities to change, the researcher aimed at activating ‘legacies’ within 

local communities, moving the discourse on design for social innovation beyond the emphasis 

on the ‘exit strategy’ (Meroni et al., 2013). As Chamberlain and Patridge (2017) note, there 

is often a challenge in establishing a lasting legacy when funding runs out or the structure of 

a project ends. In this regard, the continuous process of designing for service opens up further 

discussions on where, if at all, a finishing line should be drawn within a meaningful design 

intervention. In this, a design anthropological approach aims not at delivering service outputs 

that bring closure to the designer’s engagement, but at outlining actionable routes for an on-

going process of community transformation. Such a process does not follow a linear and 

technological path but acknowledges the messy and organic nature of social innovations. 

Therefore, the outcomes of this design process were less formal than commonly fixed service 

blueprints and more ‘work-in-progress’ such as the proposition of a service storyboard, and 

a manifesto of values. The latter encompassed not a set of instructions to be followed, but 

empowering statements, elaborated as an anchor for the artisans to join together and 

undertake a collaborative process of transformation, as well as to self-assess their practices 

in relation to shared values, and open enough to allow the community to evolve.  

A concrete example is the roundtable discussion conducted towards the end of the Cape 

Town Case Study (section 6.3.6), which was not conceived as a viability or feasibility test, but 

as an engaging event that provided a neutral space for activating a new form of collective 

management across diverse stakeholders. It also contributed to identifying a member of the 

local University as a reference person empowered to enable the implementation of the 

service and facilitate online sharing of insights and feedback with the researcher after he 

physically exited the community. This means that the designer’s input could gradually dissolve 
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once the community became independent, by appropriating the solution and process of 

change.  

 

8.3.   The Expansion of the Field of Service Design for Social Innovation 

This section discusses additional findings that emerged throughout the investigation, 

anticipating an expansion of the field of service design towards middle-up-down approaches 

to designing for social enterprises. 

 

8.3.1.   Towards a Middle-up-down Approach to Social Innovation 

The field of design for social innovation is growing as a more grounded and localised reaction 

to centralised top-down approaches to economic growth and technological development 

(Murray et al., 2010). According to Reynoso et al. (2015) top-down services developed by 

large organisations willing to expand their businesses in new markets often fail to flourish or 

to become really embedded in the community since they lack situated knowledge or 

experience in the local context. To overcome this ‘parachuting’ into communities, the 

researcher here started the process from the bottom-up, building on the narratives of 

artisans and bridging them with the top-down support of organisations. Such a strategy was 

meant to overcome limitations identified by Penin et al. (2009) in relation to the sustainability 

of social innovations over time when they are exclusively reliant on the bottom-up efforts of 

individuals. With this in mind, the designer encouraged organisational infrastructures and 

redundancy of relationships aimed at creating a resilient ecosystem around the artisans’ 

community.  

In this, the facilitator role of the service designer entailed setting up a neutral space for 

breaking down barriers to collaboration, bringing different agendas together (i.e. artisans, 

retailers, consumers, educators, members of support organisations) around a roundtable 

discussion, providing tools to support the sharing of experiences and engaging stakeholders 

to embed common values into a shared strategy. Furthermore, this type of a strategy – 

defined by Staszowski (2010) as ‘middle-up-down’ – offers a broader sense of design thinking 

by ‘democratising’ it. In this, the role of the designer is not to find the best solution, but to 

collectively find the solution that makes the most sense for the community in order to make 

the local economy and society flourish. Overall, the concept of middle-up-down, introduced 

in business literature in relation to the middle manager (Nonaka, 1988), emerged through 

this investigation as a promising approach to be further investigated within the field of service 

design for social innovation.   
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8.3.2.   From Design for Social Innovation to Design for Social Enterprises 

This research project also addressed a gap in knowledge with regards to design-driven 

approaches for ‘social enterprises’ that are currently too centralised and often follow the 

top-down procedures of public administrations without addressing the bottom-up needs of 

communities (Selloni & Corubolo, 2017). Findings from this investigation emphasise the value 

of the service designer not only in developing innovations but also in building new 

entrepreneurial models for sustaining and scaling social innovations. For instance, in the Cape 

Town Case Study the designer activated a process of change within and across the artisans 

who joined a business collective aimed at socioeconomic flourishing. Overall, the collective 

form of organisation that emerged from the intervention was grounded in trust relationships 

within a community, supported by a middle manager, and using accessible digital technologies 

to enable collaborations across businesses. As such, it disrupts traditional business models 

grounded on profit and competition – which are deemed inadequate for a transition towards 

a sustainable future (Meroni et al., 2017) – and proposes alternative financial models based 

on crowdfunding, open source, and the values of the sharing economy. Overall, designing for 

social enterprises requires nurturing in the service designer a different set of skills from those 

associated to interaction design (e.g. developing touchpoints), and overlaps with the remit of 

design management, in terms of organisational strategy, social business modelling, and 

operational processes. This means using service design skills to empower people, create job 

opportunities, or manage small-medium social enterprises, redefining policies and social 

dynamics, based on alternative financial models to overcome the unsustainability of some 

funding-dependent projects.  
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9. Conclusions and Future Work

This chapter brings together all the sections of this thesis into general conclusions, showing 

how the aim and objectives of this research project were met. The original contribution to 

knowledge is discussed, together with the limitations experienced throughout this 

investigation, while recommendations for future work are outlined.  

9.1.   Meeting the Research Aim and Objectives 

This research tackled the problem of top-down strategies and one-size-fits-all design for 

services, which do not always suit bottom-up social innovation contexts or address the 

diverse needs and aspirations of specific local communities. The aim was to explore how 

service design can be used to activate textile artisan communities to transition towards a 

sustainable future. This thesis challenged the so-called ‘parachuting’ approach of designers 

into communities using fixed toolkits and conceptualising services in a way that overlooks 

the social world underneath them. Instead, it proposed an original framework that equips the 

designer with cultural sensibility to enter communities in a humble, inclusive and deep-

listening way, in order to co-design services situated within specific contexts and meaningful 

to the communities which will use them. Figure 9.1 visualises the evolution of the framework 

throughout the research project, from the conceptual framework developed at the end of 

the literature review, to the initial framework resulting from the Nottingham Case Study; 

this was reviewed and enriched in the Cape Town Case Study, leading to the development 

of a methodological framework for ‘Crafting Situated Services’. The following paragraphs 

summarise how the research objectives were achieved throughout the thesis.  
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Figure 9.1: Evolution of the framework throughout the research. 
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Objective 1: To critically review literature on sustainable futures, design for social innovation, 

service design, and design anthropology. 

An extensive literature review was carried out; this identified a gap in knowledge on how to 

implement a more situated and embedded approach to designing for service, entailing context 

sensitivity, elicitation of tacit knowledge, adaptation of methods to local contexts, as well as 

on-going and collaborative transformation. As a result, an anthropological lens on service 

design for social innovation and sustainability was drawn as a conceptual framework to inform 

the subsequent phases of this investigation [Chapter 2. Literature Review].  

 

Objective 2: To develop a theoretical proposition for sustainable futures tailored to textile artisan 

communities. 

A Scoping Study was conducted as a focus group followed by semi-structured interviews with 

international academic experts in sustainable design. This led to identify the challenges and 

opportunities offered by sustainable futures, such as such as redistributed manufacturing, 

flexible production, circular economy, alternative economies, slow fashion, digital fabrication, 

social entrepreneurship, and enabling ecosystems. Moreover, a manifesto (grounded in ethics, 

slowness, empowerment, heritage, systemic change, flourishing, and ‘glocality’) was outlined 

to inspire a transition towards sustainable futures [Chapter 4. Scoping Study].  

 

Objective 3: To undertake case studies aimed at developing a framework for co-designing situated 

services for sustainable futures. 

Two Participatory Case Studies were undertaken: one with a community of Nottingham 

lacemakers and one of printed textile artisans in Cape Town. As an outcome of the case 

studies, an original framework was developed and reviewed, outlining the roles, purposes 

and methods that the service designer can adopt to co-design situated services for sustainable 

futures. The framework draws from anthropological approaches to equip the service designer 

with cultural sensibility to better scope meaningful interventions within a context, elicit tacit 

knowledge and interweave compelling narratives, make sense of sustainable futures, co-

design situated services and activate legacies within local communities [Chapter 5. Nottingham 

Case Study and Chapter 6. Cape Town Case Study]. 

 

Objective 4: To evaluate the potential impact and relevance of this research project’s contribution 

beyond its specific case studies. 

Semi-structured interviews were conducted with international experts in service design for 

social innovation who assessed the contribution of the framework proposed in this thesis. 
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The expert participants recognised that the theoretically informed methodological 

contribution of this thesis is relevant to minimise the limitation of the designer ‘parachuting’ 

into communities, empower them to start thinking creatively about the future and activate 

local legacies. Besides suggesting the potential application of the framework to diverse 

communities in need of transitioning towards sustainable futures, the experts outlined the 

limitations of the tools used and the challenges in the adoption and diffusion of the framework 

[Chapter 7. Evaluation Study]. 

9.2.   Overall Conclusions 

This research explored the value of designing for service as a human-centred, strategic and 

systemic process to tackle complex sustainability challenges. This investigation acknowledged 

that, although service design has been legitimised as a disciplinary field upon its tools, we are 

witnessing a common trend where methods have been ‘commodified’ into fixed toolkits 

applied across contexts and separated from the practitioner. This thesis argues that the 

mastery of the service designer lies in the skill of crafting his approach to specific contexts 

and in his cultural sensibility to enter communities and embed their social worlds into the 

process of service innovation. 

For the purpose of this research, textile artisan communities were selected as cases of a 

potential contribution to sustainable development, in terms of rescuing cultural heritage, 

providing social engagement, making local economies flourish, and enhancing environmental 

stewardship. However, it resulted that artisans also face considerable challenges such as lack 

of skills training, difficult access to resources, high production costs and global market 

competition, as well as lack of awareness of international consumer tastes. With this in mind, 

this research explored the contribution of service design to activating artisans to join 

together as a community and transition towards a sustainable future. Within this context, a 

gap was identified as a need for developing a more situated and embedded approach to 

designing for service, which required the investigation of new roles, purposes and methods 

for the service designer to enter communities and activate meaningful social innovations.  

As a result, an initial conceptual framework was developed as an anthropological act of 

interweaving past and present into futures, which emerge as mundane reconfigurations of 

existing assets. This conceptual framework informs a reflexive and participatory approach to 

design, based on inter-subjective inquiry with participants, triggering a resilient 

transformation, and overcoming resistances to innovate. 

Following the literature review, a Scoping Study was conducted, which led to the 

development of a theoretical proposition for sustainable futures. Democratised access to 
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technology all over the world was recognised as an opportunity to re-localise manufacturing 

centres. An increasing demand for product personalisation was seen as a trigger for flexible 

forms of production, reducing issues of planned obsolescence, logistics and waste. A 

transition towards a circular economy was envisioned as an opportunity for new designs in 

which resources are kept in circulation for longer. A disruption of the ‘business-as-usual’ was 

suggested by empowering artisans to flourish through alternative economic models. 

Increased consumer appreciation for quality, authenticity, and sustainability was seen as a 

trigger for shaping of slow fashion. Future textiles were envisaged to be ethical, durable, and 

smart. To tackle complex challenges, the role of the designer was summoned to become that 

of a manager of micro-social enterprises. Enabling ecosystems were recommended as support 

networks to facilitate collaborations between multidisciplinary stakeholders to sustain and 

scale up artisanal businesses. A manifesto was outlined to inspire a transition towards a 

sustainable future, but the researcher was recommended to undertake participatory case 

studies in order to bridge the top-down visions of the academics with the bottom-up realities 

of textile artisan communities. 

Results of the first application of the conceptual framework in the Nottingham Case Study 

showed the potential for service design to reactivate the local textile heritage endangered by 

the closure of most lacemaking factories. Within this context, a sustainable future was framed 

by the participants around their vision for a socio-technical innovation, entailing skills transfer, 

the development of a contemporary aesthetic and the flourishing of independent full-time 

businesses. To make lace-inspired artisans economically sustainable in Nottingham, the 

proposition of a ‘co-designer in residence’ service was outlined; this was meant as bespoke, 

situated and on-going collaboration between the artisans and a temporary designer with the 

aim of innovating the businesses. An anthropological approach to service design was adopted, 

leading to the development of an initial framework, which outlines the key stages of a social 

innovation journey and some key implications for the service designer playing the roles of 

storyteller, sensemaker and activist. The issues of drawing on local tacit knowledge, raising 

people’s awareness, sharing a meaningful vision for the future, building a middle-up-down 

network of stakeholders, co-designing situated services, and sharing values to encourage 

community resilience emerged. However, the dominance of an individualistic and profit-

driven mindset among the Nottingham lace artisans emerged as a main limitation to adopting 

a community-centred design approach.  

Building on the strengths and weaknesses of the former study, the Cape Town Case Study 

allowed reviewing and further developing of the initial framework and assessing its 

transferability to another context. Here, it emerged that an increasing number of artisans had 
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set up businesses around printing on available base cloth in order to personalise and 

differentiate their textiles; however, their main challenge was finding local fabric 

manufacturers, as well as skilled CMTs, because this information was held by individualistic 

business mind-sets. To overcome this issue and make the local economy flourish, the artisans 

decided to join together as a collective, and outlined ‘Weaving the Threads’, i.e. an open 

access service platform for sharing information throughout the supply chain and supported 

by collective showcases and strategic meetings in the artisans’ open studios. Throughout the 

study, the need for the service designer to be culturally sensitive to local cultures emerged 

as a way to give voice to artisans at the bottom of the pyramid, aid them in framing meaningful 

visions for the future, take collective action within a middle-up-down support system, and 

activate legacies within the local community.  

As an outcome of both case studies, a methodological framework was developed, 

encompassing multiple service design and co-design methods to be adopted and adapted by 

the service designer playing diverse roles (i.e. cultural insider, storyteller, sensemaker, 

facilitator, and activist) throughout a social innovation journey.  

Finally, the Evaluation Study assessed the extent to which the framework equipped the service 

designer with cultural sensibility to enter communities, co-design situated services and 

activate social innovations meaningful to them. The study confirmed the framework to be 

relevant to overcome the designer ‘parachuting’ into communities through an inclusive 

approach. The transferability of the framework to similar situations of designing with 

communities needing to transition towards a sustainable future was corroborated. The study 

also identified limitations in the jargon and format of the tools used and the need for further 

instructions and capability building in order to ensure effective adoption and diffusion of the 

framework.  

 

9.3.   Contribution to Knowledge 

The research contributed an original framework for crafting situated services for sustainable 

futures, which furthers the theory and practice of service design, as discussed in the following 

sections.  

 

9.3.1.   Contribution to Service Design Theory 

The main contribution of this research lies in its further developing an anthropological 

approach to service design for social innovation and sustainability, especially in overcoming 

the limitations faced when services are conceptualised from a business or engineering 

perspective, often overlooking the social world. This thesis bridges design anthropology with 
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service design and co-design and proposes an on-going and collaborative process of 

transformation to be undertaken with communities. Such an approach sheds light on diverse 

grades of participation, encouraging the service designer to go beyond empathy and become 

a cultural insider by establishing an inclusive relationship with a community, and for the 

participants to step out of their embedded practices and start thinking holistically and 

strategically about their futures.  

Another key contribution of this research lies in it making an explicit introduction of the 

concept of ‘situatedness’ in the field of service design for social innovation, disrupting the 

limitation of replicating services across contexts, regardless of their integration to local 

cultures. In this thesis, services are defined as ‘situated’ when rooted in a locale and mindful 

of contextual notions of time, when their features are tailored to the needs of the people 

who use and produce them, and when local tacit knowledge and everyday practice are 

embedded within them. This also contributed to a shift from a user-centred to a ‘context-

centred’ design approach, focused on the sociocultural context shaping the service, going 

beyond the operational and technological concern of most service engineering scholars 

focused on the processes and outcomes of innovation.  

Going beyond the limitation of conceptualising service design as a series of fixed interactions 

or a systematised set of methods (on which service design has built its legitimisation as a 

professional field, but which have limited its development as a mature discipline), this thesis 

emphasised the importance of discovering the context of innovation and adapting the 

methods used for specific purposes. This research outlined the need for future educational 

programmes to equip service designers with anthropological skills (to understand local 

cultures and tailor their approach to specific communities) and trained in visualisation (to 

build compelling narratives), envisioning (to make sense of visions for the future), facilitation 

(to co-create situated services), and activism (to outline actionable routes towards 

sustainable futures). 

This research confirmed that storytelling is a powerful method in the designer’s palette and 

reconceptualised it as an act of deep listening and making, to interweave fragments of 

community’s practices into the design of situated services. The phenomenological approach 

here adopted challenged a blind faith in a linear progress towards ‘the’ future, and proposed 

an on-going movement between past, present and future temporalities, within which 

alternative narratives of social innovation can emerge. Such an approach is meant to be 

mindful of pre- and post-design legacies (often overlooked by top-down organisations when 

providing support services) and oriented towards sustainable futures (instead of using 

ethnography to merely serve a documentary purpose). 
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This thesis also contributed to making a significant introduction of the concept of 

sensemaking – initially developed in organisational sociology – into the field of service design 

for social innovation. Sensemaking was used here as an effective method to aid the designer 

in activating social innovations that are meaningful to local communities. This thesis showed 

that adopting a design anthropological approach to future-making is necessary to preserve 

and revitalise local traditions and cultures, such as those embedded into artisanal products. 

Instead of adopting a disruptive or speculative approach, this research showed the strength 

of ‘slow activism’ in overcoming the artisans’ resistance to innovate and situating theoretical 

visions for the future into the participants’ realities in order to move towards community 

resilience.  

This thesis also contributed knowledge to the underexplored issue of the exit strategy by 

proposing ways for the designer to responsibly activate legacies within local communities so 

that they can gradually become independent in the adoption of a service design process 

solution and are guided by a local reference person in the implementation of a service. Going 

beyond the notion of exit strategy – which carries with itself a sense of closure for the 

participants and of guilt for the designer – the legacies activated throughout this project 

contribute to building a culture of resilience and co-ownership, overcoming the stakeholders’ 

resistance to innovate.   

Finally, this investigation contributed to bridging the field of service management with that of 

social innovation by proposing a designerly way of working with businesses while achieving a 

social aim. Borrowed from business literature, the concept of middle management was 

further developed into a ‘middle-up-down’ approach to design, which overcomes challenges 

in terms of sustainability of bottom-up social innovations and top-down ‘parachuting’ into 

communities. This investigation also shed light on the expansion of the remit of design for 

social innovation towards the design for social enterprises, as new models of organisation for 

sustaining and scaling social innovations, disrupting traditional business models based on profit 

and competition, which have resulted as inadequate for a transition towards a sustainable 

future. 

9.3.2.   Contribution to Service Design Practice 

As an outcome of this research, multiple roles, purposes and methods from diverse sources 

were brought together into a meaningful framework, aimed at supporting the service designer 

in situating, making sense, co-designing and activating social innovations with communities. 

This thesis outlined the need for the service designer to nurture a systemic mindset and 

collaborate with a multidisciplinary team of people applying diverse skills throughout a social 
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innovation journey. The framework is intended to activate a flexible process fostering the 

capacity of local stakeholders to meaningfully act in the present, mindful of the past and 

projected towards the future. The methods proposed here were adopted in real-world 

contexts and left open for further adaptations by other designers working with communities 

to address their specific purposes.  

The proposed approach was developed and corroborated within the context of textile 

artisan communities, contributing to expanding the service design domain to a meaningful 

application area. The framework contributed to empowering artisans – who often reside at 

the bottom of an unfair ecosystem – to increase their awareness of how to make their 

businesses more sustainable and gain agency within their communities. 

This investigation evidenced that design ethnography can help the designer identifying 

gatekeepers in order to get access to participants, building on existing relationships and 

activating a chain of contacts motivated to take part in a co-design process. This research 

showed the strength of using design ethnography in order to deeply understand not only the 

context of intervention but also the ‘pre-text’, meaning the past design experiences, as well 

as to identify challenging situations and turn them into opportunities for innovations, which 

are meaningful and compatible to local cultures. Overall, although further service prototyping 

and implementation is required, the value of such a pre-incubation stage within a social 

innovation journey is often underestimated in comparison to the generation of solutions but 

is equally needed to activate a collaborative process of change.   

The ability of deep listening (meaning being actively receptive and establishing not only an 

empathic but an inclusive relationship with the participants) emerged as needed in order to 

situate meaningful interventions. Storytelling was reconceptualised as an act of both listening 

and making, which requires a researcher-participant relationship based on trustworthiness, 

professionalism, availability, openness and sharing. Four cards were developed to aid the 

designer in conducting contextual interviews, complemented by observations and 

photography in order to capture contextual insights, which would be otherwise overlooked 

in non-contextual interview settings. A photo-story format was designed to capture, through 

photographs and a diary-like text, intangible insights and make them tangible through an act 

of synthesis and representation.  

The approach contributes to ‘democratising’ design thinking, by taking the responsibility for 

finding the best solution away from the designer and proposing instead sensemaking as a co-

created way to frame social innovations, which are the most meaningful to the community. 

The framework includes sensemaking activities, which helps framing meaningful social 

innovations with increased social and cultural impact. Instead of recommending the designer 
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to adopt a top-down ‘helper’ attitude, the framework encourages participants to become 

agents of their own alternatives. For this purpose, existing tools (i.e. ‘framing’, ‘what if…’, 

‘ideas generation’) were adapted and ‘future trends cards’ were specifically designed to help 

artisans frame their visions for a sustainable future, map out what would happen to their 

businesses if some future trends occurred, and generate new ideas to inform the co-design 

of a situated service.  

The framework also expands the much-discussed facilitator role of the designer and 

emphasises the political role of the design activist having to deal with people with diverse 

agendas and conflicting visions for the future. In this regard, the act of zooming out from 

short-term and individual challenges to long-term opportunities for the wider community 

was highlighted. This thesis also argues that conventional service blueprints are ineffective to 

capture the diverse agendas and capabilities of multiple stakeholders and are too fixed to 

allow capturing the social world underneath innovations. Instead, this project demonstrated 

the value of using more aspirational tools, such as the service storyboard and the manifesto 

of values, which better allow embedding sociocultural issues into service innovation 

processes. As an outcome, the designer brought individual artisans – whose practice is dying 

out also due to their isolated condition – together within a community, grounded in an 

alignment of values.  

Finally, this thesis argues that, amongst the many roles that the designer can play, that of 

activist offers a great potential especially if linked to the anthropological notion of ‘slow 

activism’. Going beyond disruptive approaches, this thesis highlights the cultural and critical 

value of the design activist in motivating communities towards nurturing a culture of 

resilience. In particular, among the methods available in the design activist’s palette, 

roundtable discussions were proposed as a way to foster synergies among multidisciplinary 

stakeholders and activate meaningful social innovations.  

9.4.   Limitations of the Research and Potential Improvements 

Although this research allowed gathering interesting findings and developing original 

contributions to knowledge, several limitations were experienced throughout this doctoral 

journey, as acknowledged in the following sections. 

9.4.1.   Social Resource and Time Constraints 

Although this project involved a small number of participants, this was deemed suitable to 

the qualitative type of this investigation. Nevertheless, recruiting participants was a recurring 

issue throughout the enquiry, due to the high engagement required and the fact that the 



Conclusions and Future Work 

 

311 

expected outcomes of such an exploratory project were at times impossible to anticipate 

and clearly frame to potential collaborators. To overcome this issue, in the second case study, 

the researcher provided examples of key findings from the previous experience and 

negotiated with the participants some research routes beneficial to address challenges 

identified in their context. In view of future work, it is recommended to draw from existing 

relationships and activate an organic human chain of contacts, while having a flexible plan and 

negotiating benefits for the researcher and the participants. In order to overcome the initial 

shortage of artisans available to participate in the project, the timeframe was therefore 

negotiated with the participants; the researcher spent about three months conducting 

participatory design research with each of the artisan communities, but further engagement 

could have allowed more in-depth generation of knowledge.   

 

9.4.2.   Limitations of the Framework 

From the Evaluation Study an excessive use of academic jargon in some of the tools was 

identified. An opportunity for designing future-facing photo-stories was identified as a way to 

visualise the sustainable visions within the artisans’ practices; however, this could imply 

limitations in terms of representation, as the outcome would be biased by the designer 

developing the visualisations for the participants. The co-creation workshops were also 

deemed too structured in terms of timing; for future work, it is recommended that the 

sessions follow a more fluid schedule and the tools become easier to be used by the 

participants themselves. For instance, the tools could evolve into more conversational ones, 

closely related to the participants’ aspirations, in order to more effectively engage them in 

future-thinking exercises.  

 

9.4.3.   Limitations of Service Implementation 

Beyond activating textile artisan communities to transition towards a sustainable future, the 

lack of implementation and assessment of the envisaged innovations was discussed in the 

Evaluation Study as potential limitation of this research. However, it is important to 

acknowledge that stakeholders participating in projects like this often misinterpret the 

expectation that the designer has to deliver service outputs and implement innovations, but 

in reality, this goes beyond the role and responsibility of the design researcher. In fact, 

implementing social innovations would depend on external factors (such as the willingness of 

participants to take an action, political constraints, and previous experiences), which are out 

of the researcher’s control, and would require a timeframe, team and resources wider than 

those available for this doctoral project. Finally, it is worth clarifying that the role of the 
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researcher in this context was framed as one of design activist, initiating a co-design process 

with stakeholders, but the implementation of the outlined services lies beyond the scope of 

this doctoral project, as well as the assessment of the impact of the related social innovations.  

 

9.5.   Recommendations for Future Work 

As well as the improvements described above, the following recommendations for future 

academic and professional avenues emerged from the research project: 

-   In order to facilitate the adoption and diffusion of the framework amongst other 

designers and non-designers, a narrative or framing around its current visual representation 

– whether in the form of a booklet or a video – could be added; this should also be supported 

by training the skills necessary to craft situated services for sustainable futures.  

-   There is an opportunity for tailoring the content of the tools to other sectors 

(beyond textile artisanship) and expand the impact of the framework to other practices 

engaged in the activation of fragmented communities towards more sustainable futures. In 

this regard, an initial scoping activity could help draw key themes from the context and adapt 

the framework to address diverse purposes.  

-   To address the issue of community resilience, the proposed design-led activist 

process could be turned into a diffuse design approach to slow activism. This means that the 

designer conducts a preliminary ethnographic exploration of the skills and resources available 

in a community and identifies key stakeholders to be trained to become cultural insiders. 

Therefore, the designer could work closely with the community to adapt tools to their own 

context and provide guidance on how to apply them.  

-   The framework could be tested in different contexts, further developing this 

approach to contemporise traditional practices (e.g. in rural areas) or experiment with digital 

fabrication enterprises. A research lab could be established to implement service design 

projects for social innovation and collate diverse participatory case studies with local 

communities into an international network with the purpose of sharing best practice and 

fostering glocal innovations.  

-   Going beyond the sustainment of heritage artisanal businesses, there is the potential 

to apply the framework to the scaling of start-ups or the activation of students as the future 

generation of artisans. For instance, in educational settings, bringing Fashion Design (or other 

craft practices) and Service Design students together is recommended in order to shape 

systemic innovations and build a transdisciplinary field, which this research contributes 

knowledge to.  
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-   There is still scope for implementing the outlined service propositions and identifying 

suitable models for the sustainability of the innovations, overcoming the limitation of funding-

dependent projects activated by design researchers and addressing the issue of keeping the 

change going. Beyond empowering communities and co-designing collaborative services, the 

role of the service designer could expand into the development of social enterprises and 

enabling ecosystems, as well as middle-up-down approaches to sustaining and scaling social 

innovations.  

-   Going beyond short-term solutions towards activating longer-term change, finding 

suitable ways to assess the impact of social innovations – whose qualitative outputs often 

manifest over a timeframe longer than that of research projects – remains a crucial issue for 

future research. Moreover, visualisation tools – such as spider maps or a documentary video 

– could be used to show, in an easy to understand way, the social impact before and after 

the service design intervention both to the commissioner but also to the communities who 

have participated in the project. Finally, beyond activating change in others, there is also an 

opportunity to further investigate in what forms change manifests in the design activist 

himself.  
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Appendix 1B: Sample of Risk Assessment Form 
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Appendix 1C: Participant Information for Scoping Study Interview 
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Appendix 1D: Sample of Informed Consent Form 

Name: Francesco Mazzarella
Address: Loughborough Design School,
Epinal Way, LE11 3TU , Loughborough, UK 
Contact: F.Mazzarella@lboro.ac.uk

The purpose and details of this study have been explained to me.
I understand that this study is designed to further scientific knowledge 
and that all procedures have been approved by the Loughborough 
University Ethics Approvals (Human Participants) Sub-Committee.

I have read and understood the information sheet and this consent form.

I have had an opportunity to ask questions about my participation.

I understand that I am under no obligation to take part in the study.

I understand that I have the right to withdraw from this study at any 
stage for any reason, and that I will not be required to explain my reasons 
for withdrawing.

I understand that all the information I provide will be treated in strict 
confidence and will be kept anonymous and confidential to the 
researchers unless (under the statutory obligations of the agencies 
which the researchers are working with), it is judged that confidentiality 
will have to be breached for the safety of the participant or others. 

I understand that my participation will be acknowledged and outcomes 
of this study will be published. 

I agree to participate in this study.

Your name

Your signature

Signature of investigator

Date

challenging sustainable futures
for textile artisans’ communities

informed consent form

NoYes

NoYes

NoYes

NoYes

NoYes

NoYes

NoYes

NoYes
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Appendix 2A: Invitation Card to Focus Group 

 
 

 
 

challenging
sustainable
futures
for textile
artisans’
communities

Loughborough Design School | AHRC Design Star
supervisors: Dr MC Escobar-Tello, Dr VA Mitchell

Francesco Mazzarella, PhD researcher

Nominal

Group

Technique

Nordes ‘15

Konstfack, S2

Stockholm

08/06/2015

18.00-19.00

thank you !
I am looking
forward to
designing a
sustainable
future with you !

       f.mazzarella@lboro.ac.uk
       francesco.mazzarella10

Francesco Mazzarella
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Appendix 2B: Focus Group Plan 

Date: 08/05/2015, 18.00 – 19.00 

Room: S2 Seminar Room, Konstfack University 

Checklist of things to do before the workshop 

What Who Done 
Recruit 10 Participants Francesco √ 
Recruit 1 Assistant Olga Glumac √ 
Book Room Otto Von Busch, Bo 

Westerlund 
√ 

Check Equipment Otto Von Busch, Bo 
Westerlund 

√ 

Send Participant Information Francesco √ 
Sign Ethical Clearance 
Checklist 

Carolina, Sam, Karen √ 

Print Participant Information 
(15) 

Francesco @LDS √ 

Print Consent Forms (15) Francesco @LDS √ 
Pick up 2 Voice Recorders Carolina, Val √ 
Prepare Presentation Francesco √ 
Design & Print Templates (2) Francesco @Creative&Print √ 
Design & Print Badges (1) Francesco @LDS √ 
Design & Print Thank You 
Postcards (15) 

Francesco @Creative&Print √ 

Print Business Cards (100) Francesco @Moo √ 
Prototype the workshop Marie, Alessandro, Luis √ 

Checklist of resources needed for the workshop 

What Who Done 
Digital camera Francesco √ 
MacBook Francesco √ 
Book notes Francesco √ 
Voice Recorders (2) Francesco √ 
Markers (12) Francesco √ 
Post-its Francesco √ 
Sticky Pad Francesco √ 
Templates (5) Francesco √ 
Future Trend Cards (14) Francesco √ 
Participant Information (15) Francesco √ 
Consent Form (15) Francesco √
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Planning 

What Who When 
Templates, markers, Post-its 
on both two tables 

Francesco and Olga 17.45-18.00 

Connect laptop with 
presentation to projector 

Francesco 17.45-18.00 

Set voice recorders on each 
table 

Francesco and Olga 17.45-18.00 

Water and biscuits on the 
table 

Francesco and Olga 17.45-18.00 

Organise future cards on each 
table 

Francesco and Olga 17.45-18.00 

Receive participants and give 
badges 

Francesco and Olga 18.00 

Sign consent form Francesco 18.00 
Organise half group on one 
table and the other half on the 
other table (according to 
diversity of expertise) 

Francesco and Olga 18.00 

Presentation + Brief Francesco 18.00-18.10 
Answer 1st Question 2 teams 18.10-18.25 
Answer 2nd Question 2 teams 18.25-18.40 
Open discussion (3rd Question) All 18.40-19.00 
Take Notes Francesco and Olga 18.00-19.00 
Take Pictures Olga 18.00-19.00 
Record Voice Olga 18.00-19.00 
Co-Design Visual Map All 18.50-19.00 
Thanks, and Feedback Francesco 19.00 
Showcase Map in the 
Exhibition Space (+ Brief, Post-
its, Markers, Business Cards) 

Francesco + Nordes’ 
Participants 

09th June – 10th June 

Individual Interviews Francesco 9th June – 13th July 
Design of Manifesto Francesco 9th June – 13th July 
Write Report Francesco 15th June 
Share outcomes with 
participants 

Francesco 5th August 
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Appendix 2C: Introductory Presentation for Focus Group 

 



Appendices 

362 



Appendices 

363 

 

 



Appendices 

364 



Appendices 

365 

Appendix 2D: Transcript of Audio Recorded at the Focus Group 

KF: Which type of communities are we talking about? 
FM: I can bring my first case. I still haven’t started my action research, but I am following Nottingham 
lace makers, due to their importance since the time of the industrial revolution, in terms of heritage. 
There is a need to create contemporary business models. 
GK: I find it difficult, because I have a variety of 16 case studies, knowledge of people, markets, and 
schools. It becomes difficult to put them in a matrix. 
KF: It would be easier if you match them.  
JW: We need a framework to situate actual communities, references. I am not sure if this is going to 
do your job, but you can think about revenue flow, consumption, business models, process of 
entrepreneurship: they bring differences. You need diversity; maybe this is my interest and passion, I 
a bit idealistic. 
MMR: Maybe we can try what you asked but the point is that the contextual reality might be different; 
each context is unique.  
FM: You could think about all your case studies. Even if you can talk about your case studies, that 
would be very valuable.  
KF: We could extend what John was saying; everything is in the air and you want to figure out how it 
looks like. 
HE: There is a competitive situation in doing these things with what you can’t compete. E.g. in 
Bangladesh there is a presumption, and that makes it different; a person has something that is 
interesting. You started early, had a problem and you need to deal with it, you really need to change 
assets. 
KF: Artisans use very low technology, clothes are really cheap; it is a low entry level to experiment; 
experts can do something fabulous with it. That is why this is interesting. 
TSN: We can try to break it down, when it becomes idealized, as a practice. 
MMR: There is a short cycle of production and business, you can create new ways of sensitivity, 
sensibility, one can imagine with other areas of design; you can start to make the complex matter of 
sustainability, I saw it as a critical area of design and of proximity in fashion. 
NT: In fashion, the chemicals used in production are all toxic; we are consuming them on our skin, 
body; we need to tell consumer what they are wearing against their skin 24h/7. Everything should be 
hand-made, hand dyed, all natural products. How much should we pay for it? There is a 
miscommunication, nobody knows about it. Regular consumers know about this, and then they can 
start making choices, but the environment doesn’t pay, and workers aren’t pay. Is it better to have 
one t-shirt or five t-shirts? 
KF: Expensive stuff doesn’t mean that there are no chemicals. With cheap product you know that 
work is not paid correctly. That is what you know for sure. We need labels to inform. 
TSN: It is problematic too… There is a guilt factor, fashion has a guilt factor associated to it; fashion 
is about objects of desire to express ourselves. Regardless of who I am, I am expressing myself through 
this; I feel sometimes sustainability gets reverse back.  
JW: I want to be different. It has been sold to a very poor marketing business framework, cheapness 
five dollar this is more expensive than ten thousand kimonos made of silk that will be kept for 700 
years with a bit of care. 
TSN: Maybe that is not fashion then. 
JW: But yes, … we need to rethink the process. 
TSN: Is it one person, who makes one thing for one person and I sell it for the price? That’s 
economics. 
HE: Stick to the business as usual, we have the model, it is that we have to have. 
JW: You often see one track process. You need to reinvent gadgets, so that is why I was talking about 
multiple things being combined. It’s a recombination process, doing things. 
KF: I spent several weeks with Itamar in Chile, the most remarkable woman weaver, making all with 
llama, alpaca. There, nothing gets divided, is always interchangeable, the weavers are multitasking, spin 
and talk and cook and weave, follow a flow through their life, multitasking, they just want to sell and 
buy, wonderful rituals things, there is always an interesting market for the things they do, these were 
the women that they are already having what you are aspiring to and there I saw it up and running. 
NT: Craftspeople in Japan have to make their living and they have to have a sense of pride, sustainability 
is one of the levels and everybody is cash hungry but above that there is the identity and pride, there 
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is something different. If we are able to remind them, how can we already forget about it, this is actually 
tangible heritage that we want to pass, cash is something that we have to do.  
KF: I spent lots of time...  
[KF, JW, RH left].  
AC: Artisanship for survival, and after survival, it is completely different from a company. These who 
need to survive, they just need quick things, and somebody was dreaming; these are fundamental 
differences. 
TSN: How do they know printed patterns? Are they local, same and cheaper, do they have more 
things? 
TTC: Western buyers are taught, Eastern buyers are looking for only one thing, which is price: as 
long as it is cheap, if the buyer doesn’t agree on the price, he will just continue. People want to play 
safe, copy, e.g. for jewellery. Those were the big challenges. 
GK: There are fair and unfair ways of doing, there are some who are really craft experts, and others 
who are more vulnerable. 
NT: As designers, we need to create a safe network. So, craftsmen can feel safe. They spend six 
months with hands on, with their hands-on dies, then they want to sell it for twenty dollars. How can 
you do everything in pre-industrial revolution settings and sell it in a post revolution set? They end up 
weaving the craft that ends up at unsustainable level and we need to raise awareness to tell them that 
what they are doing is wrong. 
HE: Globalization brought us to go to cheapest, see self as economist; some, few among us were very 
rich, and sell it to the rest of us, it’s just commercialized, it doesn’t do anything for survival, sell coffee 
to each other. There is an influence level that changes the mindsets, at different levels. It would be 
interesting if we start to discuss what would happen if… 
MMR: Are Consumers local? Are they foreigner? How many Japanese will buy kimono, how many 
foreigners? What happened in Masai - it is one of the minorities in Africa - they become market people, 
which is actually… what is happening is that even that Masai are recognizing over exposure to cultures 
and pretend to be Masai, as a matter of prestige, dignity, something positive to call Masai.  
GK: Adopt, play around for expectation. 
TSN: It’s fashionable to be Masai, the value goes beyond materials, how they are educated. 
TUL: It seems poor push, if one can worry from the poor side, educating consumers. E.g. coffee has 
been produced in relationship to single farmers, educating these farmers around coffee, such an 
approach would be interesting. 
AC: We surround and teach, wish to always to get something.  
MMR: Golden thread, fabric, cheap rebels, icons – originally consumers want to experience a sense 
of identity, place. 
TTC: If they can’t make a living, then … they moved into the city.  
FM: Is it possible to move to a new place? 
TTC: We are using many… 
[MMR and HE left]. 
FM: There is a radical mind-set that time craft is time consuming, labour intensive. We need to rescue 
the value of time. Customers need to value that.  
NT: There are awards for craftspeople, policies, as a living treasure, the empire gives them a medal, 
as a living treasure of our culture. The designer needs to advocate for this type of policies to recognize 
these people, you are on top of this society. There are systems to create a safety system around 
craftsmen. 
FM: Italy and UK have good examples of recognition; we don’t know where these craftsmen are, they 
are very little. 
AC: Are the craftsmen doing this? 
[TUL left]. 
FM: It’s top-down, these systems didn’t really work and that is really bad. I hope in my PhD I can make 
an agenda, a framework. This would change this top-down approach. 
NT: This is a perfect moment; people at my university wonder ‘are you working with crafts?’ Excuse 
me, who told you craftsmanship is not arts? They thought I would just do stuff with a bunch of 
housewives. They started crafts school, kimono weaving, etc. What is design then, and what is design 
today? My point is that with the makers revolution now, everybody wants to be a maker, so we have 
to do it NOW. 
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TSN: This doesn’t need to be democratized. Craftsmanship can still be really precious, signed. It 
implies really high skills, people don’t understand this is value.  
AC: I totally agree with that, at same time I also think once you do then…. 
P1: Community of practice, it is like taking a full-time practice to get to this level.  
AC: Designer-maker is not the same as craftsmen. Yes, I came from design, but I am also a maker, it 
is different from a person that works in front of a computer.  
TTC: Designer-maker. 
FM: What do you mean by makers? I understand it as small-scale production, making is only a part 
but there is a tool, and then the man is making, the artisan is managing all the making process, from 
design to production, it is not 3D stuff, it is managing this program with skill (I would say with 
competence – set of skills, knowledge and attitude).  
NT: This is what we are talking about, those skills that are kept by the makers. Textile weavers but 
they are the same culture. 
AC: It would be nice to list a terminology used (makers, artisans, craftsmen) and put definitions. 
TSN: They make things that are not useful. Just making things for tourists, what happens to this stuff 
when it goes to the world?  
FM: There is an opportunity for exporting to global markets, but also boosting local markets, new 
villages can sustain upon those communities. When I did my study in Brazil, there is a colonial path, 
with high potential for tourists, but there was no point of sale. So, we designers contributed to 
empowering them, and they became salesmen, and tourists got it. We can learn so much from 
developing countries. National tourists have to understand what the styles are they are looking for. 
NT: Do they need to change style entirely? 
FM: I don’t think they need to change; it is about local meaning. E.g. service design, story-telling, can 
communicate in material meanings, if more tangible, they will find them unique… 
AC: Self-sustaining communities, not for somebody else, that is very real model of cheap fashion. In 
markets, in the smallest villages, craftsmen don’t have a chance; why would another person buy this 
when he/she can buy something? 
TSN: Second hand clothes, sent back to developing countries, it is a disturbing thing. 
AC: I read an article that is interesting by an anthropologist, about dumping second hand clothes in 
Africa; she was looking at what is happening: people are curating and selecting, this is really bad; I will 
have a new look at that. 
NT: I am not sure if I am romantic, but with social media, people need to think if they need 20 t-shirts 
and hundreds of jeans. Once I was in Baltimore and I was in a house where the cupboard was very 
small, like in 19th century, one to work and one to go to the church on Sundays. I am really hoping 
that we are in a moment that we need to realize that. If we continue buying, we will pollute more the 
planet, quality of all levels, how everybody steps to these things.  
TSN: If everybody stops buying, the industry will die, we are not doing this anymore. 
NT: They will have to change, that’s the thing. 
AC: Empty shops and community edge, once what was industry shop. 
NT: In the 18th cent people had two dresses; economy has to revolve around tangible things. 
AC: It would be better and clearer to see it from your perspective, I haven’t seen it through your 
eyes. 
FM: I haven’t even explained my research. 
AC: That is a passion; that should be done. The questions that came up through the discussion were 
interesting, many questions. 
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Appendix 2E: Sample of Transcript Semi-Structured Interview for Scoping 
Study  

Q1: What do you think designers could do to encourage sustainable consumers’ behaviours towards 
rescuing the quality and values of artisanship? 
A1: A big shift within design would have to address the concept of ‘chasing trends’. Design needs to 
support behavioural change within consumer markets to focus on longevity, quality and timelessness. 
Sustainability should be considered not just from a production, retail or raw material point of view, 
but also from a consumer consciousness perspective.  Consumer needs and desires drive many sectors 
of the design and craft fields, a refocus needs to be facilitated to encourage consumer demand 
grounded in craftsmanship and durability.  This change can only be achieved if the economic model is 
reviewed. Until the value of design is not linked to units sold, or end product profit, the shift in 
consumer behaviour may be difficult to facilitate. Our concept of a ‘successful design’, from within the 
design fields, also needs to change. The current profit driven model (as perceived from a product 
design point of view) has dominated the modus operandi for more than 100 years, so this shift will 
take time.  Designers could explore the product-service systems to imbue additional value into 
artefacts and encourage a longer relationship between consumers and artefacts. Celebration of local 
and sustainable practice is also important. A case that comes to mind is Fabric Nation 
(http://www.fabricnation.co.za), which sources local fabric and print locally. 

Q2: In your experience, which alternative economic models do you recognise as viable paths to make 
textile artisans’ communities sustainable, and less vulnerable to “informal systems” (i.e. rescuing them 
from an unregulated and unprotected condition)? 
A2: I have to admit that my experience within the textile field is very limited. In general, a shift towards 
more sustainable, artisan driven initiatives and companies need support in a holistic, reliable way. The 
Cape Craft and Design Institute, CCDI (http://www.ccdi.org.za) is an interesting South African case. 
As a supportive organization the CCDI not only drives creative and business support, but lobbies for 
the craft and design fields at regional and national governmental levels. The link to economic models, 
that could support independent textile artisans, needs to be considered on a number of levels to 
ensure feasible and long-term changes.  
One model that I have found interesting is the Equal Exchange idea (http://equalexchange.coop) At the 
moment it is linked to coffee production but the idea is interesting when seen as a method to support 
local, small-scale artisans. This is something that I would like to consider in relation to design in the 
future. 

Q3: What kind of business models do you envision could successfully support re-localised and 
distributed textile artisanship (e.g. considering workforce, facilities, infrastructures, etc.)? 
A3: An interesting case, can be found with Cape Town based, Shine Shine (http://shineshine.co.za). 
Here a textile-focused producer expanded the range to include products. The application of fabric 
designs to a larger range expands the retails ‘footprint’ of the brand. I believe this is a more traditional 
brand expansion model. As you diversify what you do, you tap into more consumer markets.  
A collaborative approach to working, sourcing and selling is also an interesting approach. ‘Threadcount’ 
is a local collaboration between a number of fabric producers 
(http://skinnylaminx.com/2010/02/10/meet-threadcount/). This way of working could yield interesting 
findings around support and collaborative development. As individual crafters, or small-scale 
producers, artisans may not have the support, or “strength of voice” to compete in more traditional 
markets. 

Q4: In your opinion, what would be the scope of textile artisanal production in a future which is both 
rescuing traditional craft and enabled by digital technologies? 
A4: New technologies (with regards to production, and actual materials) will definitely impact design 
– it always has. The two aspects I would consider is 1) cost and availability of technology to artisanal
producers, as well as 2) contributing to ‘trending’ fields/ artifacts. Access and cost of technology is a
huge influence. It could benefit smaller scale, local producers, or place them at an even greater
disadvantage. As a global community, consumers respond to the “new”, yielding potential trends that
may, or may not deliver long-term sustainable options. Textile artisanal production can be supported
by new technology, but I believe that creative producers should be cautious to invest in technology at
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the cost of losing the hand-crafted element. I guess this question greatly depends of what types of 
technologies are being referred to. The very word ‘artisan’ is linked to hand craft. 
 
Q5: What principles of circular economy (e.g. upcycling of materials, circular and transparent supply 
chains, waste minimisation) could be adopted by textile artisans’ communities to become more 
sustainable? 
A5: South Africa has a long history of recycling and up cycling.  I really believe there are a number of 
very interesting avenues one can explore here. My experience with this is mainly from a product 
perspective, where textiles and other materials are often reworked into new products. The scope 
here is from high end designer goods, to products created to support social development: 
For example: 

•   http://www.upcyclethat.com/recreate/   
•   http://www.allwomenrecycling.com/recycling-products.php  
•   http://www.thewrendesign.com  
•   http://www.wdccapetown2014.com/projects/project/281 (this is actually a group of 

designers) 
The impact of a more considered, and lean, production process could benefit most designers and 
artisans. I believe one of the key considerations is the “local” element in production – this is one of 
the things that consumers are often looking for. Products and labour investment locally. Another 
consideration is the environmental impact. A Cradle-to-cradle model (or other similar approaches) 
can be a powerful tool when marketing to a more sustainably conscious consumer market. 
 
Q6: Based on current trends, what type of products (i.e. in terms of functions, aesthetics, meanings) 
do you imagine textile artisans’ communities could develop to meet sustainable “long tail” markets? 
A6: For me, the focus should be on understanding a person as a member of a shifting, technology 
driven and connected world. Who is the new 21st century consumer? What do they need, and what 
do they feel passionate about? The future of design is in how individuals experience products, and how 
those products speak/connect/ relate to the world. A sustainable market is one that is driven by deep 
contextual understanding; alternatively, the product becomes a temporary element. Although, many 
designers make a fortune out of ‘temporary elements’ and it speaks more towards the traditional 
consumer driven lifestyles, so it depends. This is linked to an adaptability and resilience of, and within, 
design. 
 
Q7: In your opinion, what skills and processes could the designer implement to encourage textile 
artisans’ communities towards a sustainable future? 
A7: I believe that attention should be paid to both the skill of ‘making’, as well as the skill of 
‘understanding’. Being able to understand markets, trends, long-term challenges and opportunities will 
benefit the designer/ artisan. The item you make may be exquisite, sustainable and innovative, BUT if 
consumers can’t see the benefit to their lives, if they don’t connect with the artifact in a meaningful 
way, it has limited appeal. This speaks directly to the popular spread of topics like ‘design thinking’ and 
‘user focussed’ over the last few decades, and more recently ‘service driven’ approaches/thinking. 
 
Q8: How could an ecosystem be outlined to successfully enable inter-relationships within diverse 
textile artisans’ communities and scale up innovations at a glocal level? 
A8: I think this is at the heart of many design driven challenges. I honestly believe that trans-and 
interdisciplinary collaboration creates platforms to innovate and push boundaries. With this 
collaboration come many challenges through. Many toolkits and method manuals try to enable 
meaningful communication between designers and the community, but perhaps we should consider 
one that facilitates a design dialogue and contributes to a trans-disciplinary discourse (one where all 
parties clearly see the value of interaction). These platforms could be events, networks (digital or real) 
or shared spaces. The world around us is becoming more interwoven, and to survive design and 
creative disciplines will have to do the same. 
 
Q9: Do you agree with the barriers, enablers and strategic agenda here outlined to encourage textile 
artisans’ communities towards a sustainable future? What you would like to amend such initial findings 
to better include your views? 
A9: I think the list is a very comprehensive set of barriers and enables. The one concept I would 
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suggest for consideration is the personal understanding of artisans regarding the world around them. 
In past workshops I’ve found that crafters are often so focused on producing what is know to them, 
that they fail to understand the context of the person they are creating for.  
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Appendix 3A: Email Invitation to ‘Storytelling with Nottingham Lace Artisans’ 

 
Dear…, 
 
My name is Francesco Mazzarella and I am a PhD researcher at Loughborough Design School, 
exploring how service design* can encourage textile artisans' communities towards a sustainable 
future. 
Through my online searches, confirmed by local designers and academics I am collaborating with, I 
believe your expertise will be a valuable contribution to my research. It is with this in mind that I 
would like to invite you to participate in my study “Storytelling with Nottingham Lace Artisans”. 
 
The first stage of the study will consist of two sessions (lasting no longer than 3 hours each) in which, 
by talking to you, I would like to learn more about your work practices and related routines. For this, 
I would like to visit you in your workspace before the end of January; we can schedule our meetings 
at dates and times that fit you best. 
I would be very grateful if you can also participate in the second stage of the study, which will consist 
of four workshops (lasting no longer than 3 hours each) with a local group of people working around 
Nottingham lace. The workshops will take place in Nottingham in February, at dates which will be 
agreed with all the stakeholders. 
 
Your participation will enable your story to be captured and utilized to co-design services and 
strategies to encourage Nottingham lace-making towards a sustainable future. 
I am attaching the participant information pack; however, please don’t hesitate to contact me to ask 
any questions you may have and discuss further details. 
 
Looking forward to hearing back from you soon, I send you my kindest regards. 
Francesco 
  
********** 
Francesco Mazzarella 
PhD Researcher in Service Design for Sustainability & Social Innovation 
  
AHRC Design Star CDT | Sustainable Design Research Group 
Loughborough Design School, LDS.1.25 
Loughborough University, LE11 3TU 
skype: francesco.mazzarella10 
http://goo.gl/LlWDNY - http://goo.gl/1AD8UI - https://goo.gl/aeWqqQ 
   
* Service design is here referred to as the strategic process of designing services, which are based on 
tangible and intangible interactions between a provider and a user of a product-service-system. 
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Appendix 3B: Participant Information for ‘Storytelling with Nottingham Lace 
Artisans’ 



Appendices 

374 



Appendices 

375 

 

 

 
 



Appendices 

376 

Appendix 3C: Study Plan ‘Storytelling with Nottingham Lace Artisans’ 

Dates: 15/01/2016; 19/01/2016; 04/02/2016 
Places: 3 Artisans’ workshops 
Time: 10.00am – 12.00pm  

Checklist of things to do before the study 
What Who Done 
Invite participants JC Middlebrook; 

Cluny Lace Co Ltd; 
G.H. Hurt & Son Ltd. 

√ 

Schedule meetings 3 Artisans √ 
Prepare, print and sign Ethical 
Clearance Checklist 

Carolina, Sam, Karen √ 

Prepare and print Informed 
Consent Forms (5) 

Myself √ 

Prototype the interviews S.J. Alterations and Paul Dyce √ 

Checklist of materials needed for the study 
What Who Done 
Digital camera and tripod Myself √ 
Booknotes Myself √ 
Dictaphone Myself √ 
Participant Information (3) Myself √ 
Consent Form (3) Myself √ 
Light refreshment Myself √ 
Templates Myself √ 
Thank You Card Myself √ 
Voucher Myself √ 

1st Meeting: Storytelling “What does being a Nottingham lace artisan means for you 
now?” (10.00am-12.00pm) 

What How When Where 
Greet the participant 
and introduce the 
session 

18/01/16, 10.00 At the entrance 

Provide light 
refreshment 

10.05 Artisan’s 
workspace 

Sign the Informed 
Consent Form 

10.06 “ 

Set the Dictaphone 10.08 “ 
Set the Camera 10.09 “ 
Social Data 10.10 – 10.30 Artisan’s office 
Personal Profile Talk about profession, age, origin… “ 
Driver What leads you to pursue lace-

making (leisure, experimentation, 
learning, enterprising, networking, 
social/environmental/economic 
benefit…)? 

“ 

Value Proposition What is the value proposition for 
your craft practice (activism, 
bottom-up, cutting-edge approach, 
lack of top-down support)? 

“ 

Collaboration How many people do you work 
with? 

“ 
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Collaborators Meet the artisan’s colleagues and 
discuss what kind of people does 
he/she collaborate (e.g. family 
members, friends, work 
colleagues…) 

 Artisan’s 
workspace 

Role within 
community 

What is your role within the 
community (follower, user, co-
designer, leader….)? 

 “ 

Offline places Where do you collaborate with your 
community (e.g. at home, office, co-
working space, own workshop, 
company…)? 

 Eventually, walk 
outside 

Online communities Are you part of a digital community 
of lace artisans?  

 PC 

Geographic scale What is the geographical scale of 
your activity? 

 Artisan’s 
workspace 

Cultural Data  10.30 – 10.50 “ 
Background What is your educational 

qualification as lace artisan (self-
taught, school university, 
professional training…)? 

 “ 

Experience How long have you worked in this 
sector? 

 “ 

Confidence How much do you consider yourself 
confident in your practice (user, 
designer, developer, customiser…)? 

 “ 

Update How do you keep your practice up 
to date? 

 “ 

Personal Identity Show artefacts and identify 3 
keywords as your product signature. 

 Artisan’s shop 

Local Heritage Show around and define how you 
approach the lace heritage (e.g. 
preserve/communicate/innovate it). 

 Walk around 

Break Light refreshment 10.50 – 11.00 Toilet 
Environmental 
Data 

 11.00 – 11.20  

Material suppliers Where do you supply your materials 
(your own raw materials, 
local/national/international supplier) 

 Workshop 

Fibres Show fibres and discuss what kind of 
fibres do you use (natural, man-
made, discarded) 

 Stock 

Yarns Show yarns and discuss what kind of 
yarns do you use (regular, fancy…) 

 “ 

Fabrics Show fabrics and discuss what lace 
patterns do you use 

 “ 

Equipment supply Show equipment and discuss how do 
you get your production equipment 
(your own 
purchase/shared/lent/leased…) 

 Workshop 

Tools Show tools and discuss what kind of 
tools do you use (hands, machines, 
digital, hybrid…) 

 “ 

Making Show process and discuss what 
production phases do you manage? 

 “ 
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Production type What type of products do you 
manufacture (one-offs, customs, 
repairs, hacks, limited editions, small 
scale butches…) 

 “ 

Product type Show products and discuss what is 
your product sector (apparel, 
consumer textiles, household 
textiles, furnishing fabrics) 

 Shop 

Product life cycle What is the designed life cycle of 
your products? 

 “ 

Economic Data  11.20 – 11.40  
Main activity Is lace making your main activity? If 

not, what is your main activity? 
 Artisan’s office 

Management How do you manage your practice 
(independent, shared, outsourced, 
hybrid) 

 “ 

Work contract What type of work contract do you 
have (freelance, consultant, 
scholarship, apprenticeship, 
temporary job, permanent job, 
project contract...)? 

 “ 

Target market What is your main target sector 
(utilitarian, aesthetic, artistic, 
conceptual…) 

 “ 

Production scale Show production and discuss how 
many products do you manufacture 
monthly? 

 Artisan’s 
workshop 

Costs What are your main expenses (raw 
materials, technology, makerspace, 
consultancy, communication…) 

 Artisan’s office 

Prices What is the average range of price of 
your products? 

 “ 

Profit Is your business economically self-
sustainable? 

 “ 

Sales Show shop and discuss how do you 
sell your products (on demand, word 
of mouth, temporary shop, your 
atelier, exhibitions, market fairs, e-
commerce…) 

 Shop 

Packaging Show packaging and discuss the 
packaging used (for transport, or gift) 

 “ 

Communication Show advertisement and discuss how 
do you communicate your business 
(word of mouth, fairs and events, 
own website, social media, other 
digital platforms…) 

 “ 

Target customers Observe customers in the shop and 
discuss who are the main target 
customers (kids, young, adults, 
elderly…). 

 “ 

Quick feedback What was useful, what was not, 
would you like to add any info? 

11.40 – 11.55 Artisan’s office 

Plan next meeting  11.55 – 12.00 “ 
Transcript audio Express Transcribe Software 12/01/16 My office 
Thematic analysis  19-21/01/16 “ 
Write up  22-24/01/16 “ 
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Appendix 3D: Sample Transcript of a Storytelling Interview in Nottingham 

FM: I think it is better to have just an informal chat. 
JC: I will do my best to forget about the audio recorder. Of course, you can take pictures, and videos 
of the machines working, as you cannot capture them by photos.  
 
FM: I will explain briefly what is written in the participant pack. I am doing a PhD in Loughborough, in 
the 2nd year. I am not a textile or fashion designer; I have a bachelor in product design and master in 
sustainable design and now my research is in service design, that is the co-design of services and 
systems to support the sustainability of a craft product. I have chosen textiles because this area was a 
textiles cluster at the times of the Industrial Revolution. Also, because artisans cannot compete with 
mass production, the added value they have lies in the story they can tell, and Nottingham has a 
meaningful and powerful story around lace making to convey. Also, it is important to pass this 
knowledge down to avoid future generations forgetting about it. Small businesses sometimes are not 
really known, so my study storytelling with Nottingham lace artisans aims to capture the stories, faces, 
hands and products and showcase them. In fact, when I approached other stakeholders, most of them 
almost gave up because they think all is died out. But I want to show that there are still people 
enthusiastic about it. So, there is momentum to co-design strategies for the future of Nottingham lace 
with other stakeholders. For instance, Amanda Briggs-Goods at NTU works a lot with collecting 
Nottingham heritage and histories, while I am looking at the future of Nottingham lace artisans.  
This study will encompass two meetings with you, chatting and observing. Any material (photos) will 
be shared with you; so that you can use them for your promotion (on Twitter, Facebook...), and I 
hope it will be useful to you too, overall.  
 
FM: Would you like to tell me about yourself? How do you describe your profession, where are you 
from, how did you start this business? 
JC: Ok, my name is Jayne Childs, and I have a business that I call JC Middlebrook. Middlebrook isn't 
my name, it's my business name, but it comes from my family. It was my grandfather's middle name. I 
wanted a name for my business which comes from my family but wasn't associated with me as a person, 
because I think these days if someone Googles you, he/she may find something different from your 
business. I wanted to establish something that sounded like a factory with the name of the owner. So, 
my business is called JC Middlebrook. I describe myself as a textile designer/maker. I design and make 
textiles, specifically, lace textiles. I am now based in Nottinghamshire. I used to live close to 
Nottingham, but I have just moved out to Nottinghamshire, a bit further away. I am inspired by the 
history of Nottingham lace, and obviously the heritage of the textile industry in this area. I grew up in 
Leicestershire, in an industrial village called Barrow On Soar, which is near Loughborough, and when 
I was growing up I was interested in textiles. In the 70s and 80s the textiles factories were still working 
in Barrow, it was mostly hosiery and socks. So, it wasn't anything fancy like Nottingham lace, but it 
was something like cottage industry, industrial heritage. When I was growing up, it was something that 
was always there, and I would have never thought that would ever disappear or be lost, because it was 
part of your make up, I guess. I grew up and joined textiles. My mum was a sewer. I didn't get into Art 
College, so I did my degree in something away from textiles, but I always kept it as a hobby. Then, 
when I left University, I went to work in a sewing machine shop; I got interested in sewing machines, 
and I worked in sales for a long time. I worked for a sales company at a sewing machines manufacturer 
as sales manager and I did training in a computer software that I now use. I used to train other people 
to use design software. So, I started to bring my sales background and my textiles background together, 
and eventually I started working with other creative businesses, supporting them, but not running a 
creative business myself. Then I started thinking to start up my own business, related to textiles. I had 
not a big desire to make lace; I had a big desire to make something creatively and I did not see anybody 
else making lace. At that point I moved to Nottingham and I was surrounded by a kind of the ghost of 
the Nottingham lace industry. Knowing that it has been there but there was not anything left. I started 
thinking how to use the skills I have got to make lace. So now I make lace using embroidery; it is lace 
embroidered onto a movable backing; when the backing is removed, just the threads rest. I have two 
machines, which cost more than my car; they are pretty precious to me. I bought a second machine 
about two years ago, and it improves the amount of work I can do, and creatively I can explore more 
ideas. I use one machine to manufacture, and the other to experiment; this makes it all a lot easier. I 
design on a computer, using a design software a bit like CAD, like a vector. I draw the design, I plot it 
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out at the computer and then the machine is computer-aided, it has a USB connection to a computer 
or USB stick and it produces on thread whatever I draw on the computer.  

FM: What was the age when you started?  
JC: I have been working in this business for 6 years. I will be 45 years old soon. I have been around in 
Nottingham, living here for about 20 years now, and Nottingham would probably be the biggest city 
closest to me. Leicestershire is very close; Loughborough would be my hometown.  
When I did my A levels when I was 18 years old, I studied design and focused on fashion and textiles, 
in order to get to Loughborough College. Originally, I wanted to do fashion. In order to do that, you 
need to do the art foundation, but I do not cluster myself as an artist; I am not that good in drawing. 
I did not get into the art foundation, so I decided to do something else. What has been really satisfying 
for me in the last 2 years was that I now do a small amount of teaching on a fashion course at NTU, 
which was the course where I wanted to go in when I was 18. So, I am quite satisfied that I can do 
that.  
FM: It was a hobby, and it was embedded in your life. Did your mum teach you how to sew?  
JC: My mum sewed, and my first sewing machine is my grandma’s sewing machine, and I still have it in 
my house; it is a power treadle machine, it is just an object now, a table, but I still have it as part of 
my heritage. She taught me how to sew and the first thing I remember being interested in when I was 
very young was making clothes for my dolls, made from anything, paper, cello tape, and then when I 
got older I sewed them. I learnt from my mum, using her machine. I made clothes, but I also did the 
decorative type of things. She was doing it as a way of saving money, to make us clothes; she still sews 
clothes now, making dresses, etc. When we moved house 12 months ago, this place was derelict really, 
you could not live here; this studio was just a shed, so I worked at my mum's; I did my grandma’s 
business from my mum's house, for 12 months, while we were making the studio, so it was quite nice 
to spend time with her, and just get back to sew with her, as we haven't done for about 30 years. Yes, 
she taught me to sew.  
I teach basic skills to 1st years undergrads when they first start; it is industrial sewing skills; they are 
introduced to an industrial sewing machine for the first time and learn the basics. For me, because I 
never worked in tailoring or in a factory doing that kind of work myself, I am really teaching them how 
to use the machines, supporting them in the first two months at University.  
I have not tried to teach lace making. I had a couple of students on work experience, from the 
embroidery course. One of them just for one week came to find out what she could do, and she was 
interested in making lace on embroidery machines. She was really good.  
At NTU they do embroidery; it may even be called textile design and then they do embroidery as part 
of that. They have large industrial multi-head embroidery machines; she wanted to make lace in the 
way as I do.  
I am the only one I know making embroidered lace in this way; I do not know anybody else. 
Embroidered lace isn't traditional Nottingham lace. The type of lace by Cluny lace is done by Leavers 
machines; it is more traditional for Nottingham. There is a place in Germany called Plauen, where they 
make this particular type of embroidered lace in a really particular way as mine, but at much bigger 
machines.  
Nottingham is twinned with Karlsruhe, which is quite close to Plauen. I can go to Plauen this year; this 
is my goal for the year. I go to Germany every year; we normally go to Karlsruhe, but my plan is to go 
to Plauen this year, to visit the factories. They have a festival, which they call the lace festival, but it is 
apparently like a fun fair, a bit like the Nottingham goose fair, but they call it the lace fair. I would like 
to go with my German friend and see if we can find out something more about the city. Maybe have 
something produced there, or even just to talk to local people and get inspired. They make lace on a 
much bigger scale, but the process is close to mine. In fact, their design system is old: they plot by 
hand, draw up to scale, whereas I can do it at my computer.  
She is a jeweller who makes silver jewellery, based in Karlsruhe; her name is Brigitte Adolph. Her 
motto, statement is "only revealed through touch". You have to touch it. It is solid silver. We have a 
collaboration. This is my lace, and this is what she makes using the process of lost wax. This is lost 
lace. She makes a mould with this and then they burn out the lace and pour it in silver. This is my lace, 
which I give to her and then it comes out like this. I met her when I went to do a trade show in 
Karlsruhe. I and Debbie Bryan (everybody knows her, and we have known each other for very long 
time) and another designer called Hannah wanted to go to Karlsruhe, so we decided to make a project 
to get something more from the show than just going to the show. We founded a partnership called 
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the ‘Creative Twinning’, so we went to Karlsruhe with the idea not just to do the show, but to find 
people that we could connect with and invite them to come back to Nottingham. At the show I met 
Brigitte, who had her stand with all her silver jewellery. I knew it was made from lace, immediately. I 
just approached her saying: would you like to come to Nottingham, as I make lace, for a visit, and have 
an adventure? That was in May and then in October 3 designers from Karlsruhe came to Nottingham 
and Brigitte and I started to work together after that time. I gave her some pieces of lace, and she sent 
me this solid silver piece, which I was quite humbled by, and then I broke the first piece she sent me. 
We won an award for it; we continued to develop it for about a year and we won the "klassik" award 
for a German jewellery magazine called Schmuck, as the best piece in that category. We still work 
together now. She wants me to make something like my skull motif, but in silver, as wedding jewellery 
for non-traditional brides; that's quite exciting!  
 
We are still in contact with the other two German designers, but it wasn't that we had to collaborate; 
it just went so well between Brigitte and me. We had support from Future Factory and we are all 
members of an organisation called Design Factory; we had support from them, and also a grant from 
the Arts Council England. We wouldn't have had a grant for the trade show, but we had the grant 
because we were making it into something more than just the trade show. I used to work at the Hive, 
but that's another story.  
Do you mind if I just carry on with work? 
 
My mum helps me out when I am really busy. This Nottingham Light Night project is a collaboration 
between myself and a ceramicist called Samantha. We made these boxes for an exhibition last year, 
organised by Design Factory. We started working together about 2 years ago; she is from Leicester, 
she came to Karlsruhe with us in a group of 10 people one year (we have been going there every 
year). For the Nottingham Light Night we are making tea lights, which are beautiful. This pattern is my 
design. She has the job of making 130 of those, and I am making too much lace. This is a collaboration, 
which we have been doing for 12 months, but we have really started to make commercial ones. She 
is making tea lights, and I am making lace jewellery. We got commissioned by the Creative Quarter. 
She creates this installation; it was Samantha’s idea putting us up for this, and we got some money, 
which is unusual in these days (they expect you to do everything with your own resources). We got 
a small payment, which has basically covered our material cost, it won't cover my time, but the idea 
for us is to make it into something commercial, to sell these tea lights on the night. But at least you 
feel supported somehow. The bigger pieces are part of the installations, but I am also making some 
smaller pieces pressed into the ceramics. Our installation will be at St Mary’s church in the lace market. 
We are really pleased; it is a very busy venue for the Light Night, so it means that hopefully we will 
get a lot of exposure.  
 
In the creative community I am quite known, but people with money do not know me so much. I don't 
sell very much in Nottingham, just because.  
At the Nottingham Craft Fair I went very well, it was very good. There is a huge divide between the 
mass market and the handmade contemporary craft market. For me, it is about making sure that I get 
enough from that contemporary craft market to make it worthwhile. One of the things for me is to 
get into more of a fashion market, because the contemporary craft market people don't really like 
textiles jewellery; well, they do, but there are just other things for the people to buy.  
For example, the collaboration with the silver jewellery could overcome this. Brigitte has really 
supported the collaboration. I don't sell them; she sells them in the UK through jewellery shops. There 
was a shop in Nottingham in James Walk where the Council house is. She sells in Glasgow, in Bristol, 
etc. A little bit I helped her finding out retailers in the UK. She sells in a big jewellery shop called 
Inhorgenta. Some of my pieces are sold in Germany, not through her, but from going to the trade 
show, not huge amounts, but I do. I sell also in Spain. It would be good if you could help me find out 
retailers in Italy, like at the Milan design week.  
 
I met Sass Brown in Nottingham; she came to a Future Factory event. In fact, it was when Brigitte was 
here. I managed for half an hour to have a mentoring meeting with her, when I was first starting, 
probably in 2011 and she stayed in touch. She came again; we met again very briefly, and she offered 
to feature me in the Eco Fashion Talk. That was really good.  
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I have done a showcase in New York. It is really a peculiar place; I find it a really peculiar market, 
interesting, I guess, very different from the European market. If you take the UK to one side, most of 
the people I have met from European countries are quite direct, they say if they like or not your 
products. In New York they tend to be nice and they don't tell you directly if they don't like your 
products. What I found in the USA or mostly in the USA is that people want to be nice rather than 
tell that they don't like something. I found that quite strange really, very different. I suppose I just like 
Europe for that, because they just say “It is not for me; I am sure it is lovely though”. Overall, it was a 
good experience, but I could not say I could work in New York, and I prefer selling my products in 
Europe, thanks to the European Union, which makes things very easy, as it is easy to sell my lace to 
Germany. The only problem I sometimes have is the exchange from pound to euro, because 
sometimes the exchange rate is convenient, sometimes is not. Apart from that, all it is easy: I send 
from my post office, it is very cheap.  

Design Factory is a membership organisation, which gets funding from the Arts Council England. They 
are one of the biggest organisations, as part of the National Centre for Craft and Design, based in 
Lincolnshire, and they work with the National Centre and another organisation called DesignNation, 
which is another membership organisation supporting more product design, manufacturers. Design 
Factory was started out for makers in Lincolnshire and then they opened it up to the East Midlands, 
and now it is open to members all over the country. You have to apply and be selected through a 
panel, so the quality is quite high, and you have to keep working, so they want to see innovation in 
your work. They do some mentoring to a certain extent, especially for younger makers (not 
necessarily in terms of age, but new to making and selling your work). What I find is that the peer-to-
peer membership is so supportive, not necessarily the people who work for Design Factory. I joined 
Design Factory when I first started, and I think being part of Design Factory has definitely opened many 
doors to me because people know it is a selective organisation. When you are applying for shows, 
trade events, they will look for that. I try to promote them as well at my shows, but also to promote 
myself.  

FM: The Crafts Council has also launched a directory. It is growing, also for the textiles and jewellery 
sections. 
JC: I think I would see it more high-end than my work, but I will have a look at it and I could try 
maybe.  
FM: The UKFT association, nationwide supports fashion and textiles businesses; they have also 
launched the letsmakeithere.org open database of manufacturers, suppliers.  
JC: I don't know it. 

FM: Being in NTU would you be interested in having interns? 
JC: I have never gone down that road, because until now I have worked from home basically; also, I 
cannot afford to pay someone, and I would feel bad not being able to pay someone, I don't want to 
exploit someone, although it would be very useful. Anyway, I had people on work experience and I 
think I like thinking that would be a good experience; but how much work experience could I offer? 
Since my job is very specialised, and most of my non-making time is spread around chasing payments, 
sending out invoices, trying to get work into shops, etc. It is quite "boring" I have to admit. I have done 
that, and I have changed my insurance, so I can do more of that, while in the past I had only insurance 
for interns or people in work experience for a limited amount of time.  

FM: If you had more money, would you pay someone to do your administrative job, which is boring? 
JC: Yes, that would be very useful. There is something satisfying in doing your own admin and knowing 
that everything that you put in (if I work in my website, I enjoy that side of it, because I am adding 
value to what I did), but the fun bit is in the making, exploring textiles. 

FM: Is your business economically self-sustainable? 
JC: Not really. I started in 2010, working from home, and because I work from home, because I can 
choose to do other things, I make a living, but it is not really sustainable. If my husband left his job 
tomorrow, I would need to find something else. I do some side jobs, like the teaching, which is just 
that little amount that allows me to pay the mortgage of my house.  
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FM: You started in industry, but then you felt the need to move towards craft. 
JC: Yes, there is a balance about making enough money, and making you satisfied.  
 
FM: Even if you had a lot of money, you would not become a bigger manufacturer of your design? 
JC: No, in fact people always say, "Why don't you just make the design and have the manufacturing 
outsourced?” But this is not for me, I like producing, working with the clients.  
Besides online platforms, I have some points of sales. My main income is selling through shops, like 
Debbie Bryan, and other galleries and shops. My aim for this year is to sell more in fashion boutiques. 
Other shops (like Debbie Bryan) are a mixture of crafts (jewellery, products, textiles, etc.), which is 
great, but one of the things I would like to do is to go more towards fashion rather than craft.  
 
FM: Is there any independent fashion design shop in Nottingham?  
JC: There is a place called One BC at the edges of Sneinton market; although they sell their own 
clothes, they have been opening their back shop for some months, during Christmas, to let other 
designers selling there. I would like to try that.  
In the Cobden Chambers there are some independent design shops. I have worked in shops, but I 
don't want to have a shop on my own. I like working here in my studio on my own, but I could have 
my products sold by others.  
 
FM: At the Syson gallery there was the Nottingham Market, which was more targeted to fashion and 
high-end products. Your gifts were very well placed in the Craft Fair, but other products could go to 
more high-end markets.  
JC: I would like to find places where I can sell the bigger pieces, which I find more satisfying making, 
but there is more money involved in them. You make one piece and you make more money than 
selling 12 pieces. It is a good tip. Last year I did some events in London, a fringe event for the London 
Fashion Week (catwalk show and trade show; they did not do it again; it was quite cheap for me, about 
£500, but it did not bring enough money to them), which was mixed in success, but I want to keep 
doing that, working on that. For participating at Collect by the Crafts Council you need to be 
sponsored by galleries, which have their stands and take your work. I do not have a sponsor, as it is 
so difficult to get one. I know makers who would suit the Collect gallery; maybe the silver bracelets 
would. Last year, the catwalk day was great value for money, it was only for one day and you did not 
need to stay over. I mean, it was perfect, but they did not run it again, because obviously it did not 
bring enough money to them. It is called Catwalk Edit. It was organised by a fashion PR company; they 
put on a catwalk show, invited trade people; it worked perfectly. The problem is finding them, because 
I am in Nottingham and not in London, and everything is down there. There are some fashion events 
in Nottingham but if you want trade buyers you have to go to London, because they all go to London. 
But doing a trade show at a fashion event costs 2000£ for the stand, and then you have to make a lot 
of trade; it is quite risky.  
 
FM: You started promoting your products as Nottingham lace, but then nobody cares and knows it, 
so was it better for you to skip it?  
JC: That was what I found when I did the work in London, and especially talking to fashion people; 
they would buy it if they like it; they are not really interested in the story. In fact, coming from 
Nottingham was a bit of a hindrance; if I were from London, it would have been better for UK trade 
buyers.  
We have a PR problem in Nottingham, which is a shame.  
 
FM: That's why I think showcasing the beautiful products of Nottingham would raise a bit the 
awareness. I think it is good also to get those people together to become a strong critical mass. There 
is the Made In Nottingham shop, although I do not like the Broadmarsh shopping mall, because it does 
not fit the target customer there, but the overall idea of a label Made In Nottingham could be valuable. 
Or even having Debbie Bryan gathering together products from several local designers and makers is 
a well-curated work.  
JC: Yes, if I were honest about my friends who aren’t interested in design and craft, they would not 
buy something because it is made in Nottingham, but just if they like it; if it is from Nottingham, it is 
additional. But I appreciate the effort. If it is from Italy, it seems exotic, while from Nottingham it is 
ordinary, and I think I am a bit cynical about storytelling, because what I understand is from my 
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experience that if people want to spend money, they have to like it, and they won't buy it just because 
of its story. Also, sometimes the story gets in a way that it is so interesting that people forget about 
it. People come to me and talk about Nottingham lace and then they walk away because they got that 
satisfaction without having to spend that money; they get to talk to me, they go away and buy from 
somebody else. Sometimes the story, for me, becomes a bit... It is about history, from the past, while 
I want people think about the present and the future. Sometimes the past confuses people.  
Sometimes, the patterns more inspired from Nottingham lace can do well if people like that vintage 
look; but the patterns I draw myself are more contemporary in style, but sometimes they do not look 
like lace. For example, this is quite contemporary, and people would probably see it as lace. But others, 
like this one for the ceramics, people would not think it was lace. The more traditional patterns are 
mainly flowery, but some are also geometric.  
I have been fortunate that I could visit the Lace Archive at NTU, because you have to pay, but Future 
Factory paid for me to go. Amanda is the Head of Fashion & Textile Design, she is really high up, and 
very busy; you will get to meet her eventually at openings of galleries. I used to work at the Hive in 
2007, when NTU first got the European Union grant (millions) to make the archive, which is maybe 
twice the size of this room, with the archive shelves, but nobody knows what is in there, because it 
has not been catalogued. They know something, they use to say things over and over again. But then 
there are shelves and shelves which they have no idea about; the problem is about the personnel; you 
have to go with somebody otherwise it could be wrecked; the reason why the charge visitors is to 
pay that person, but I think they charge more than what they should. It is a bit tricky; it is a really good 
resource, but it is not public facing, and not accessible and they want to commercialise, make money 
for the University; e.g. they want M&S to come and hire them to license some designs, but it will never 
happen. Nottingham City Council has an archive of Nottingham lace, but again it is not an open archive, 
they keep it safe, they do not show it to anybody, it is preserved, but they do not make it public, and 
they open it maybe one or twice a year; it is in Newstead Abbey, it has mainly pieces of lace, garments, 
and patterns. There is a machine in the castle, but it costs so much to make it work, and nobody 
knows how to use it. One of the massive problems is money. The University archive is seen as a 
resource for students, and that's why it was there originally.  
The Art School was developed and funded by lace factories, which trained lace designers, hundreds of 
years ago, or maybe more. It was funded to train creatives for the lace industry, and the lace factories 
donated samples and resources to the Art School for the new generation of lace designers to work 
on. Then, they stopped teaching lace, it started being put in boxes, under the stairs, and then it was 
found in the 80s and 90s in plastic bags, and someone thought to save it. They see it as a resource for 
the University, and not for somebody else; it is not a social archive, but there is much social history. 
Their priority is something else, but they use a tiny portion of what is there, for the students. The 
students are allowed to use it, as part of their course, but they have to be accompanied by staff. I do 
not know which students really make use of it. There is nobody paid to look after it, there has to be 
Amanda or Joy Buttress (who did her PhD on lace and showed me the archive, but I am not sure if 
she is still there). Nicola Donovan also did her PhD on lace and is hiring Debbie Bryan's space to 
collect oral histories of Nottingham lace. At NTU they don't see it like something public-facing, unless 
they make money from it, but this is a shame; it would be great. I would definitely go to draw inspiration 
from the lace archive, but sometimes we enjoy discovering something, which is hard to find (like 
rescuing a treasure), whereas if something is already there on a plate, you aren't motivated to engage 
with it.  

FM: How do you translate this knowledge into your contemporary aesthetics? I think the signature of 
your products is quite bold. How do you describe your statement? 
JC: It is probably maybe my contemporary values, which come from not wanting to be part of history; 
I want to be part of the future really. I want to stay away from what I remember from my past, working 
in a factory, which was boring and not creative. Instead, I want to make things creatively, contemporary 
things and not like traditional lace from your grandma's house, like curtains. So, very rarely, apart from 
now, I make lace in white; instead I make lace in colour. I like colour, I always try to use strong colours. 
That's probably my aesthetic, because I like to wear strong colours. I don't really like that kind of 
vintage, pretty things, but I want to make things which make a kind of a statement - and this is my 
personal taste - if somebody asks me to make it, I will, but it is not really my stuff.  

FM: Where are your supplies from? 



Appendices 

385 

JC: I use a supplier in Nottingham called GS UK; they are an embroidery supplier. I get pretty much 
everything from them. Because I make my lace from scratch, it is easy to find suppliers suitable to my 
designs, and this is something that I knew from when I was working for that manufacturer, and I really 
knew what I wanted to be; if I was looking for lace, then I would struggle to find suppliers. From the 
challenge of working from an industry, then I made use of my industrial background, and I can buy 
these things from a direct manufacturer and not from a sewing shop, which is much cheaper. They do 
not request to buy huge amounts. Only the stabilizer comes in 200 meters, but I use a lot of it, it is 
for myself, and it is not a big amount. This is the cheapest way. Those are just my hobby threads. This 
is the size I need for the threads. But I have also some smaller ones, if I am testing out a colour, then 
I would use that. They also come from the same supplier. When I make my jewellery, the issue is that, 
since I am not a jewellery maker, I find hard finding fasteners, etc. I collect small amounts of them, a 
bit randomly. I am always thinking about new ways of working (because I have always worked in 
textiles, I know the best products for textiles). I have talked to Sass Brown about what fasteners to 
use; she advised me to use what I have or use the same thread, large scale hooks used for fur coats, 
it is about thinking about what I already have and how to use them. This is my little archive. The fibre 
is viscose, rayon, man-made fibre made from wood pulp (like cotton comes from a plant), naturally 
occurring, cellulose-based raw material. I like it because it is biodegradable, I can put it in my compost 
bin and it goes away. This is polyester, because of the chemical dye and it feels so different. Rayon is 
considered a natural fibre because the raw material comes from plant, as opposed to polyester, which 
comes from oil. The dye will probably be oil-based, but this is as close as you can get, it is still 
biodegradable because the amount of chemical dye is minuscule. It costs me £8 for this, I haven't 
disposed it yet, because we have really just settled here, but I use to keep all my waste threads and 
put them in the compost bin and I know they rot down. I really don't like the polyester threads; I use 
them because there is not alternative to get the fluorescent colour. This thread is very harmful for 
wildlife (birds) because it gets wrapped around pigeons' feet and holds them. So, I cut it very small; I 
do my best. I am very sensitive about nature, also considering where I live; I watch the birds from my 
studio.  
I have definitely tried cotton, which is natural, but the dye will be chemical. This will rot down. But it 
can touch stiffer and less shining. Maybe my style will change in the future and go for softer colours, 
but at the moment I prefer strong colours; this also makes lots of dust, and it is a bad issue for the 
machine.  
 
I make my own designs, I generally would start sketching by hand on graph paper, and I like it because 
it helps me with the transition to CAD drawing. My sketches are more technical drawing, and then I 
scan it or copy it, sometimes I just take a photograph with my phone, and then I use a special design 
software, like CAD, which draws the points (while CAD makes vector drawing), the outcome is like 
a vector, but it is actually a stitch. I make the translation from the scanned copy to the technical 
drawing, the machine could do it, but it would not be accurate, so I do it myself. I learnt it in my first 
job. Once you have the design on the PC and you save it as a particular file that the machine can 
understand, the machine has a USB connection to the PC, the machine has a touch screen and I can 
access the computer and the design. Generally, I use this machine for manufacturing, and the other, 
because it is a proper sewing bench, it can be a sewing machine, when I have to sew pieces together, 
I can do it on this, while I keep the other going. This is 2 years old, while the other is 5 years old, so 
it is better performing. This technique is called embroidered lace. It is an embroidery machine. The 
embroidery file is loaded onto the machine; then the stabilizer is holding into this hook; the embroidery 
file tells this piece here where to move to. The hook moves from side to side, x-y, to create the 
movement of the thread. Whereas on a Leavers lace machine it is more like weaving, the thread goes 
up and down. This is a sewing machine; the hook moves about, and the design is created by the stitches 
and the movement x-y and up and down. The stabilizer is washed away. Only the lace is left. I try to 
keep it as flat as possible, I generally fill a basin or my bath with hand-hot water and the stabilizer goes 
immediately away, but to get it out from the stitches you will leave it for 2-3 hours. If I wanted it to 
remain stiffer, like for the stuff that I do for Brigitte, I would not wash it much; you can feel it is really 
stiff; you wouldn't want to wear it on your skin, but Brigitte needs it to stay flat. I don't really have to 
do anything by hand; I may repair at the machine stitches that are missing. While in lace production 
there are menders, it is what I do if I really need, but it is very little, because I go from start to finish, 
and I can see it at the machine, and I can fix any problems straight away. I tend to do the minimum job 
on what comes from the machine, because my time is actually the most expensive input. I invested in 
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the machines, but when I have to do a lot of hand working, it doesn't pay off. The machines I bought 
were £5000. I had already one machine, because I always had machines, and I knew where to buy the 
best one, and the person I used to work for, he maintains them for free for me. The software is about 
£800 but I got it at half price, because I used to teach for him. It is called 60 Premiere, Design Creator. 
For me it is easy to use; other people would struggle, the student could understand it, she could do 
it, and most people who are confident with computers could do it, but the difficult part is that you 
have to understand what the digital drawing translates into the embroidery machine, understanding 
the order it has to go in, the finish you want, which comes from experience; I can teach it, and you 
could maybe do it in a couple of days, but to get something that doesn't fall apart, isn't too thick, 
doesn't overlap, you need experience for it. I have been teaching people to use this software for about 
10 years before I started, and I have been using it for about 15 years; originally, I got a training from 
the company, as ordinary embroidery done on t-shirts; I knew that I could do this with this software, 
but I was teaching people how to make motives into clothes. The good thing about teaching people 
how to use something is that you get all those questions, so you become very experienced very quickly, 
because you have to know, to answer questions. I am not saying I am the best in the country, but I 
would challenge anybody to be able to pick it up and do it straight away; I do not think it is possible. 
It is true, you do need experience, as well as technical knowledge; what they get at the University with 
embroidery is technical knowledge, but they don't get to spend enough time on the machine. You 
need to spend time at the machines to get the experience. The student could make some designs, 
which were fine, but she didn't understand what came out of them because she can't see them on the 
machine; the machines are so expensive and technical that technicians do that part. But if you don't 
understand what happens at the other hand, what actually the machine creates, that's the difficulty. 
There is probably more of a market for embroidery because it is not quite so niche, I guess, while this 
is not a cheap way to make lace; I guess the lace you get on big leavers machines is much cheaper to 
make, and it is not something you could do without making big investments in big machinery, because 
you can't do it yourself without buying such machines. There are people doing embroidery, but I do 
not know if there is a big market for them to do a course on embroidery. I found a niche market to 
explore, and as far as I am aware, there is not really anybody making lace him/herself the way that I 
do, to make what I make. There are people making lace jewellery, these are by-lace, by motifs, but 
what I do is making it from scratch. I can make something unique, completely free. In fact, a friend of 
mine has commissioned me to make that, but in my lace, taking inspiration from it, using my skull, little 
dog, and different motifs in it. I can make it from scratch. It is sitting there waiting to be produced. She 
loves it and she wants it for herself, she wants her own piece of jewellery. This is a big skull, and it is 
glowing in the dark. I have framed it in the past, and I have sold it over Christmas. In the beginning I 
was challenging the lace curtains, but now I made my own bold response to that. It is glowing because 
the fibre is treated to glow in the dark.  
These are the hooks; this is too big, and I have never used it. When the machine knows this is on, it 
slows the machine at half pace. It is easier to use these small hooks and make smaller pieces and join 
them together.  
If I am making this necklace, I could, with both machines making, produce 8 in a day. These pieces that 
I am making for the Light Night installation, is 2 meters wide. I have not washed them, because they 
have to be stable while I join them together. So, I make 5 of these and all of the lace here takes 6-7 
hours. And they will go on the floor and then the tea lights will be on top of it. 2 meters wide, with 
tea lights in the centre. That's the idea. The idea is not to sell the big piece, but the tea lights, and some 
pieces of jewellery, like some earrings, using the same motif.  

I generally work on a motif. I make a motif that I like, and then I put it together, like this, making 
earrings, necklace, broach, cuff, and then I will have a collection of products made with that motif. I 
don't work for seasons, but for colours. Because it is easy for me to get my materials, I adapt my 
designs to them. E.g. the neon thread was trendy last year, and it went fast. I generally do 1-2 colour 
palettes through the year, using the same designs.  
The product type is jewellery. This is like a big necklace. I have even marked, using the sewing machine, 
the hanger. I show it with a plain top underneath.  

My target customer are ladies; I would like to make things for men, but I do not know what. I have 
had a few men who bought a bracelet, called Lacelet, but I haven’t really marketed it to men, like the 
Italian brand Cruciani, which was so popular that even men had. I also make cards and bookmarks, as 
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gifts. I also have these bigger pieces that I sign and frame (otherwise people would not know who I 
am).  
This one glows in the dark. It costs 40£. I am from Leicestershire, whose symbol is a fox, because of 
the shape of the county, and fox themes were very popular, for example the Leicester city football 
club is also known as the Foxes, and my sister is a big fan of it; I made this for her, and then I kept 
doing it. Also, a couple of years ago, woodland and animals were fashionable.  
 
I don't think all these stories are written on the website. I write some stories on the website. For 
example, the eagle is from where I used to live in Nottingham, Arnold, and the old English name was 
Ernehale and that translates to Place of Eagles, so presumably Arnold was the place of eagles. I 
produced this at my home at that time.  
I can see for these woodland pieces it would work well.  
I iron the pieces.  
 
On my website I have a map of my stockists. I have developed the website by myself. I am very 
fortunate that I have a friend who is a photographer and graphic designer. He has done a lot of my 
proper photographs. I have done my own branding, but I would like to re-brand and we are talking 
about it. The name will be the same, but the logo will change, because it is quite old. It is Perpetua and 
this one is Vivaldi. The logo is OK, but it is quite traditional, and it doesn't really fit me anymore. This 
is my interactive Google Map of my stockists. I am very proud of it. I have stockists all over the country, 
funny enough mostly north from here, and a couple in London. And then I have some in Germany and 
in Spain. 
 
Import duty makes things difficult outside of Europe.  
It is terrifying getting to know all the regulations for exporting, for example in the States. The UKFT 
has training for export regulations.  
I also sell at trade fairs. 
 
My product prices range from £5 to £200.  
I know the cost of everything. In terms of actual materials, for example for a necklace like this, it costs 
me about £0.30 in thread. If I pay the normal price for this stabilizer, it is about £0.50 a meter, so that 
is about £0.15 (for a third of a meter). Last time I bought it for £20. I always work out the prices. In 
terms of input cost, it is very little. The machine is quite low on electricity use. That takes about 1 
hour, and consumes less than 1KW, which is 0.15£. It is not huge amounts, but it is mainly my time, 
and the design takes a long time to do, probably solidly 4 or 5 hours, over a period of time: I do 
something, I try it, I go away and have a cup of tea and come back. The design takes a long time. I try 
to price the design; you always refine it, but I can't cost the refinement. I do try to know how much 
everything is costing me. It is when I have to do a lot of more work; e.g. if I have to do broaches, 
because I stitch the back on, I make no money on broaches, but I have to have something on that price 
range; earrings are really cheap for me, but because they look pretty much the same, I sell broaches 
just for a little bit more, but almost at the same price, because otherwise I would never sell them. I 
still make broaches; Debbie Bryan buys lots of broaches. But it balances it out, because I make a lot of 
profit on big things. I have sold not very many big necklaces, maybe 1 or 2 every quarter, but it is 
worthy.  
These are the sorts of things that I can sell for men. This is the most popular. That one sells to the 
customer £45. This is the first style of necklace that I have made, and then I turned it into a more 
rounded, inspired by the lace collar. This is the one, which I sell to other artists. When I do a show, I 
would sell this one to other artists, but rarely to the public. This is not a traditional flowery lace design, 
it is very unusual.  
 
I also make designs on demand. I have a range of colours on my website, and I can also do on 
commission, I can do any colour really. It is easy to change the threads (and the one underneath as a 
sewing machine) and set up the machine, as long as I have the colours in stock. These are all the 
colours that my trade manufacturer supplies me. I have a large range.  
 
The feedback I have from people is that they have kept things. I don't have any feedback of things that 
have broken. I do not know how often they wear them because most of the people buy from the shop 
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and I never see them. When I do events, people come and say I have bought it last year, etc. It is 
expensive to be fast fashion. I don't think my products necessarily would go out of fashion, but maybe 
you can get tired of them. Certainly, I think that people put ornaments on the Christmas tree every 
year. I don't necessarily have people buying something new every year. More with the gifts people 
come back, but not really for buying another necklace. However, I do not really know from the shops. 
Sometimes, people have received earrings as gifts and would like to buy a bracelet or another piece. I 
have done the skull first and then someone told me to make a small one.  
In the past I have got a black one made from poles Christmas tree shade, but this year I kept it flat.  

I sewed my logo JCM. I have sewed together those machine-made pieces. I wanted to be able to use 
it another time, so I sewed it on some net. It is a lot of work involved. I will finish it, but it was more 
difficult than I thought. For me this is the little bit that looks a bit like old lace. It is against my aesthetic. 
I would like to dye it in a bright colour, like red. But these are all my scraps. I don't throw any old 
pieces away, but any scraps that I do for test pieces, I keep them, and then I use a product to take the 
dye out. These were all different colours; that's why they have all different tones. I have taken the 
colour out, and this one needs treating again. I boil them, using a product called colour remover, like 
bleach, that takes the colour out. These were all bright colours and have been treated once. The idea 
was to do something as a display, but now that I see it my worry is that it looks like vintage, so I need 
to do something to make it look like more contemporary, but I really like it. Maybe I need to spray 
paint it, I will see. It looks sustainable because of the reuse of scraps, the slow process of stitching by 
hand; it was more work than I am used to, because generally I just press the button and the machine 
does the work. Eventually, I would like to have the full name, and it may become my new branding, 
but not in white.  

Because I have worked in sales, I am very conscious about how the work is presented. I make packaging 
that I can print myself to keep the cost down. I design, print and then I have a little box to go with. I 
used to make boxes, but it was in the early years. Now, for earrings I have these boxes and I have a 
stamp with my M logo on. For necklaces I use boxes, made out of recycled cardboard, supplied from 
Tiny Box Company, internet-based. All the boxes are recycled, so it is a kind of more sustainable. I 
used to use boxes like this that have a plastic lid and then I would fold an insert to go inside it, and I 
still do that sometimes. These are much easier, yet more expensive, but look more contemporary; I 
would stamp it and would put a little card inside it. If it is a gift, although people don't know where 
they got it from, and even if not interested in the story behind, at least they know where they could 
find me.   

That was an award that I got this year. 

I use Twitter, Facebook, Pinterest, Instagram, but not very much. I take some pictures myself, I have 
a DSLR camera; I took pictures of these. The photographer is coming for the Nottingham Light Night 
to take photos of the installation. And I have my website, plus many online platforms.  

I sell more in shops, but also online, and it is better for me, because the price is the same as in the 
shop, but the retailers take their margins. For me selling online is much better, although I have to 
package it, market it myself, and deliver it, but I still make money.  

Because we are here, it is easy for me to participate in your study. Because I am here, I can stay, I can 
get on, it is not a problem at all if this may have slowed down my manufacturing.  
Being based here, I don't waste any time, I am very flexible, it makes it quite easier. In my old house I 
had a room in the house, while here I have a separate space. When I come here, I come for work, and 
everything that goes into the house is separate.  
I am going to have open studio days where customers can come in and buy my products. 
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Appendix 3E: Page Spreads of Photo-Stories on Nottingham Lace Artisans 
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Appendix 3F: Sample of Correspondence with a Nottingham Lace Artisan 

Tue 2/23/2016, 4:07 PM 
Dear Jayne,  
  
I am so grateful you came along yesterday and gave an amazing contribution to the workshop, 
with your meaningful thoughts, interesting experiences and wide network of contacts. Thank you also 
for recommending me to contact Hayley Banks; she has showed interest to get involved, and I will get 
back to her as soon as I have analysed the outcomes of the workshop and I set a plan to move things 
towards implementing the strategy and some of the ideas we generated collectively.  
  
You have all my respect for your amazing work; I am actually sorry I cannot buy most of your products, 
because your jewellery is mainly for women, but I will buy from you more gifts for my friends at future 
occasions. Besides that, your ‘lace fox framed’ is so sweet and I really appreciated it as a gift; as you 
know, this was my favourite product of yours, and I seriously wanted to buy it. I am not sure if I 
deserved such an expensive gift though. You made me feel very valued and satisfied as a researcher 
and as a person from your appreciation of my time and effort. To be honest, I have struggled a lot to 
recruit participants for this study, and I always felt somehow guilty or responsible for taking people's 
time. Instead, you reversed this perspective and it was an absolute thrill that you felt like I 
have generated value and knowledge for you. I am really grateful for such evidence of social impact of 
my PhD. By the way, I had sincerely lots of fun working with you; transcribing our audio recordings 
and listening to our laughs has lightened the hard work.  
  
Regarding the content of the workshop, I do believe that there is much more potential for my project 
to be applied to emerging designers like you who could collaborate with other makers. I think that if 
we pilot some grassroots innovations, then even these lace heritage giants will open their eyes and 
appreciate the potential of design and innovation. Anyway, I think it would be much more convenient 
for everybody if we reflect on everything which has been discussed and we act in a coordinated and 
wise way, having a long-term strategy in mind, and a feasible plan to implement little actions in the 
short term.  
  
I am looking forward to sharing with you the outcomes of the workshop, although it may take me 
some time to analyse and make sense of all the data and synthesize them in a presentable way. In the 
meanwhile, I would like to share with you some links that me think about you: 
- EcoFashion predictions for 2016 by Ecouterre, the source of the citation I used in your photo-
diary: http://www.ecouterre.com/eco-fashion-predictions-for-2016/2016-sass-brown/?extend=1 
- Marwood, a company in London producing accessories, among which lace ties and bow ties, as an 
inspiration for men's accessories: http://www.marwoodlondon.co.uk/accessories/classics-and-lace/ 
- Hayley Backley, a Nottingham-based (at Backlit studios) jewellery artist, featured in the Crafts 
Council Directory. I believe your products are worthy being showcased by the Crafts Council; you 
are brave enough to not underestimate yourself, so if you think this may give you some visibility and 
help you reach more customers, just try it! http://www.craftscouncil.org.uk/directory/maker/hayley-
beckley/ 
- Events about sustainable textiles, by UKTI, Sustainable Angle, etc. You seem already well mindful of 
your current business that you could delicately tap into "the nice dressing" of sustainability, once you 
get more international wealthy and mindful customers. It is just a matter of being patient and I hope 
things will move on for the better; as well as having NTU students in work experience, especially now 
that we got Amanda, Beccy and Shruti from NTU on-board...  
http://us2.campaign-archive2.com/?u=37e9cb22fc244af7453b835bf&id=78d096b236&e=732a669aca 
  
All in all, I hope we will stay in touch and we can continue to collaborate since I like your engagement 
and passion very much for the work you/I do.  
Best wishes, 
Francesco 
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********** 
Tue 2/23/2016, 6:16 PM 
Dear Francesco 
Thank you for your thoughtful email. You are most welcome to ‘Jasper Fox’, I know exactly how 
difficult it is to organise these things and to get people on board. 

I admire your sincerity and passion for real world issues and the way you explain this. Academics have 
a reputation for living in another world and yet each time I work with one, they open my eyes to how 
this perception is wrong. I worked (in a previous incarnation) with Professor Sue Thomas from DMU 
and Russell Kennard at NTU, both in their way real world ‘thinkers and doers’ like yourself. 

I am sorry for laying it on so thick about how valuable my time is- blah blah blah! In fact, in the past I 
was a victim of being involved in too many things, this is one thing I was surely glad to participate in. I 
must thank you for persuading me! Incidentally I went home and designed a new motif yesterday, so I 
think it was a creative inspiration too! 

You have focussed on lace artisans and I think it is important to keep this focus; the city is littered 
with examples of too broad definition, hence the ‘Creative Quarter’ which includes Bio-City?! I will be 
interested to stay involved in the group because of this focus. 

Thank you for the links, I will give them serious thought and follow them through. I know Hayley 
Beckley, she’s fabulous! 

Speak soon 
Jayne x 
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Appendix 3G: Plans for the Study ‘Sensemaking with Nottingham Lace 
Artisans’ 

2nd Meeting – Sensemaking “What may a sustainable future look like for your lacemaking 
business?” (10.00am-11.00pm) 
 
What How When Where 
Greet the participant and 
introduce the session 

 25/01/16, 
10.00 

At the 
entrance 

Provide light refreshment  10.05 Artisan’s 
workspace 
 

Set the Dictaphone   10.06 
Set the Camera  10.07 
Framing What may a sustainable future 

look like for your lace making 
business? 

10.08 – 
10.13 

“ 
“ 
“ 
“ 
“ 
“ 
“ 
“ 
“ 

What If… What would happen to your 
lacemaking business if such trends 
occurred? 

10.14-
10.29 

Redistributed manufacturing Show facilities and talk 
Flexible production Show production and talk 
Circular Economy Show supply chain and talk 
Alternative economies Talk 
Slow consumption Show products and talk 
Advanced artisanship Show products and talk 
Designer-Entrepreneur Talk 
Enabling Ecosystem Talk (and meet colleagues) 
Ideas Generation My intro 10.30-

10.58 
“ 
 Makerspace (Yes/No; What kind) Would you use a makerspace? 

What kind? 
Sustainable manufacturing What practices of sustainable 

manufacturing would you 
implement (e.g. audit of social and 
ethical practice, supplier 
guidelines, reused/recycled 
materials, check discharge of 
toxics, air emissions, water use, 
etc.) 

Innovation 
(product/process/service/system) 

How would you innovate your 
business 
(product/process/service/system 
innovation)? 

Processes  Would you offer any product-
related services (customisation, 
mending, home delivery, post-sale 
assistance, quality certificate, 
warranty…)? 

Transparency What environmental information 
would you provide (about supply 
chain, fibres, product use, 
repair…) 

End of life Would you provide services for 
product disposal (disassembly, 
reuse, sharing, repair, leasing, 
recycling…)? 

Servitisation Would you offer any services 
(training workshops, co-working 
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space, cultural events…)? Would 
you imagine them to be online or 
offline? 

Sharing economy  What kind of services would 
improve your work the most 
(supplies, equipment, facility, 
products…)? 

Self-production How would you approach your 
artisanal practice (DIY, self-
production, tinkering, open 
design, sharing, well-being, 
activism, research, tourism, 
sustainability, social 
innovation…)? 

Added value What would be the main added 
value of your products 
(traditional aesthetics, innovative 
style, sustainability, quality, value 
for money, scale of production, 
post-purchase services)?  

Production innovation (and 
storytelling) 

What do you think your products 
will look like in the future? How 
would you communicate their 
innovation? 

Digital skills What digital skills would improve 
your business? 

Professional training What professional training would 
you need? 

Community  Would you join a lace artisans’ 
community? Would you like it to 
be online/offline/hybrid? 

Role within community What role would you imagine for 
yourself within such community 
(follower, user, co-designer, 
leader…) 

Support What kind of support would you 
need? 

Shared services (online/offline) What kind of shared services 
would you use (open source 
information, maps/databases, 
crowd-funding, shared equipment, 
administrative support…)? Would 
you imagine such services to be 
online/offline/hybrid? 

Quick feedback What was useful, what was not, 
would you like to add any info? 

11.58-
10.59 

“ 

Plan next meeting  11.59-
12.00 

“ 

Transcript audio Express Transcribe Software 26/01/16 My office 
Thematic analysis Manual 27-

31/01/16 
“ 

Write up  01-
08/02/16 

“ 
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Appendix 3H: Sample Transcript of a Sensemaking Session in Nottingham 

Preparation 
FM: We have talked about the current state of the art, from background, to materials, economics, 
etc. The data was very rich. I have put together a photo-diary documenting our meeting to convey 
your story.   
JC: Wow! It is beautiful! And it is a narrative, easy to read.  
FM: In January, the Ecouterre blog gave some eco-fashion predictions for 2016. This citation by Sass 
Brown is very inspiring and it relates well to this study, for the stories of the artisans, with their hands, 
and the making, and it is resonant to you for the connection you had with Sass. 
It is easy for me to make graphic design, and fast.  
JC: Thank you very much for this.  
FM: I need some space. This session will be a bit more abstract, but it will involve more thinking, about 
what is your vision for the future of your own making. We will keep it short, one hour. I have brought 
some tools to stimulate thinking.  
 
Framing 
FM: Do you have actually an idea of what a sustainable future may look like for you? Do you ever 
think about your goals, do you have a vision? More traditional artisans are a bit more stuck with what 
they do, but you are very much forward thinking already. 
JC: Yes. I guess a sustainable future for me would mean it to be economically sustainable, in a way that 
actually the business can contribute more in terms of finance than my other work (i.e. teaching at 
NTU). The vision would be to do this full-time and not having to take any other work.  
This is my original thought.  
FM: I hope by the end of this session we will have some ideas about how you can make this.  
JC: I like it! :-) 
 
What If… 
FM: Here there are some future trends, drawn on our previous conversation, and some theoretical 
studies I had done before. So, what would happen to your lace making business if such trends occurred?  
I will try to make them meaningful to you.  
You started working in industry, and then you found the need to start up your own business. So, 
manufacturing is redistributed in a way that it is not only about large corporations. It was quite easy 
for you to start your own business. But, with makerspaces spreading around, would it be a challenge, 
or would it add value to your business? 
The production scale is very flexible, you can change threads, make things on order, have a second 
machine to do experiments. In the future, how the production process could be smoother? 
Have you heard about circular economy?  
JC: Yes, but I am not sure if my definition is correct.  
FM: It means that an outcome becomes input for another system. E.g. reusing scraps into your sign, 
but also tracking, transparent supply chains, etc. This is becoming a big trend; would you target yourself 
within this trend or not? 
Because of the crisis, how can you make your business model resilient? How can you start creative 
economic models, e.g. small producers of niche products, as reaction to mass fashion? 
In regard to consumers, slow fashion is a reaction to fast fashion. 
Because consumer's trends change, how your product will change? Do you have ideas of what product 
types will you make in the future? 
You are an entrepreneur, managing your business, or will you have another person for the admin, or 
have interns, as a micro-enterprise? 
You are well connected within support systems, e.g. Design Factory, DesignNation, and you go to 
community events, like the Nottingham Craft Fair. How could these ecosystems enable collaborations 
to aid your business? 
 
FM: What would happen to your business if some of these trends occurred? 
JC: Some of these (e.g. flexibility) already apply. To get to the goal of economic sustainability, some of 
these things, like ‘consumption shifts towards slow fashion’ would increase my demand.  
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Manufacturing is about the supply. If I can become more flexible in my manufacturing and I can increase 
demand, then I can see how that can make the business more sustainable. Expenses, in part, would 
come down. This is what I need: more demand.  
And you talk about service ecosystems, active and supportive. Then, this can increase demand, because 
they reach bigger markets than I can. This also links to economic models. I can see how this describes 
a model to move forward. Each of these things does. Even one of these things could give my business 
a boost. But if instead the production is fixed, and demand increases, then I would struggle. I have 
always thought about: how would I work, in a dream world where everybody wanted my work? But 
someone told me: you should contact John Lewis, House of Fraser; that would be great, for 6 months, 
but you would be overwhelmed, you focus only on them and then they suddenly kick you out of their 
range. Sometimes high demand can be a bad thing, if it makes sense, in my micro business. That world 
‘sustainable’ needs to be something that I can stay in control of, something that I can deliver myself 
(also with other's help, I would love to do, but at the moment I do not have the money). It is me being 
able to do that choice myself. They [large retails] focus on what they can make out of it, not caring 
about my business. Suddenly you would be back to build your customers again.  
FM: It is fair not exploiting students, but you could use complementary currencies, like sharing 
knowledge. Students would come to get your knowledge in exchange of their time, or to get university 
credits, or to do their final project. A normal exchange of money would be ideal, but there are also 
other ways. It is also true that big chains would make you lose control. Now you are very much into 
small independent fashion design shops. High fashion is out of scope. Shifting from craft to high-end 
fashion is a step, but manageable. You like the relationship with customers, the public facing, the 
empathy, and the personality. You are such a friendly person and you like this human touch within 
your business.  
Sustainability: would you stop using polyester because it is unsustainable?  
JC: I would not want to do it on all the scale, but on a small scale yes. It would be important for me 
to be 5% less of what I do (it is probably 1%). I would research into alternatives, or ways of closing 
that loop, instead of throwing waste material into a bin, if there is no alternative. Then I make 
something, which glows in the dark, to stimulate consumers to return it or find partners to use it in 
their own work, reusing it.  
It is interesting that it was easy to start, I agree, in this country; the barriers to entry are low. That 
makes easy for others as well to start their business. You have to think about it. And I think about it 
all the time. When many people ask me: how do you make your lace? I say by machine, I do not tell 
all the details. They can find it out by themselves. It is easy to start a business, but not in this particular 
way. I would see it as a competition, although I know we should all be welcoming. I have noticed (in 
the last 6 years) how many more people are starting craft businesses; it is shown by customers’ shows; 
there are more and more of those. My customers have more shows to go to, and they have many 
makers to buy from. There is difference between people doing it for living or for hobby. My 
competition also comes, outside lace, by any kind of gifts (ceramics, etc.). This is a tricky one. I do not 
know how to square that. I am very supportive of other designers. But then I do not tell exactly where 
I get everything from. You get people asking about supplies, shows, etc. But you need to do the work 
by yourself. Even if it was good for me, it may not be good for you maybe. With social media you get 
contacted by people who you have never met before, and they ask you anything. You do it for someone 
you had a relationship with. Then you wonder, why do you contact me? But, the more creative there 
are, the more it would be for the development of the design community.  
The other organisations should provide basic information. Service ecosystems (since we pay to be 
members) should provide these services. I pay them to be member, and then I want something on 
return. All value for money.  
Finding the people who will buy my products. I am interested in doing other designs, working in other 
ways. I will continue into textile lace, but I would love to collaborate with people working with other 
materials. My advancement of product types would be working with graffiti artists and have some scale 
work. Who knows? In New York I saw some graffiti, or just nasty graffiti, and I would like to see how 
I could make that motif, spray painted, but used in my lace work, in textiles. With your digital drawing, 
someone else could make it into a bigger scale.  
FM: Even with the Night Light, your bracelets got into a bigger scale.  
JC: Exactly! I have always been interested in changing the scale, challenging the way lace should go, on 
a floor. When it is your own medium, it is fine, it washes. It gets candles, it is challenging, and it is not 
hanging on windows.  
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FM: Fantastic, it is very inspiring.  
 
Ideas Generation 
FM: This is the last activity, for 40 minutes, going deeper and deeper. You can be dreamer, then 
critique of your own ideas, and think how realistically you can implement some of them. Generate 
ideas that we have discussed, what are the strengths, your worries, opportunities and hurdles.  
E.g. open studio days, but then maybe customers can see your machines, although it could increase 
the relationship with customers. How could you share your skills with an intern, but in a profitable 
way? How would you recruit skilled people? E.g. setting up partnerships with NTU? This would involve 
regulations.  
A database of supplies could help you find out other stuff.  
Would you have all local resources available, and fill the gap in the local market?  
I will put this sheet of paper behind, and tape it, so that it does not move. 
 
FM: How would these things take you towards the first goal we were talking about? What is happening 
in the world? How would this apply to your business? Think of risks, why you may not want to.  
JC: Actually, to be economically self-sustainable, this [circular economy] is just a nice dressing.  
This [redistributed manufacturing] is about being here in my studio, in my making environment, how I 
run my studio. I am not a fan of shared makerspaces, mostly because I have my own speciality and I 
imagine shared makerspaces are good if you do a craft that others use as well (e.g. ceramics need a 
kiln and there are more potters than lace makers). I am not taking advantage of admin/office spaces, 
e.g. hot desks. They are quite distracting. Probably because I get on with people and I would spend all 
my time talking to other people. This [redistributed manufacturing] is replaced for me by going to a 
trade show where I interact with other makers. Shared trade-shows are my connection with other 
makers. The rest is in my own space.  
FM: And you already manufacture locally, deliver to post-office, which is local.  
JC: As part of the Nottingham Open Studios, for Nottinghamshire, they have a month of events where 
people open their studios or put on events. That's my first event this year, on 21-22 May. I have 
booked it. I am worried about it. But I knew I wanted a studio detached from home to be more public 
facing, where I can show off I little bit. I am told that it is very successful, well promoted and known. 
People would travel to see it. But being in Cotgrave, I do not know if people would come here. It 
costs 40£ to register, and I need to have insurance. It is here; I do not have to travel. My mum will 
help me, making teas, fairly cheaply.  
Having someone else, like my mum helps. I should contact NTU and speak to staff at the BA 
embroidery about work experience. That would be a good time to do it. If it is horrible and nobody 
turns up, someone has to witness how bad it is. We will see; I have faith that some people will come. 
If it is someone from embroidery, a work experience would be definitely give technical skills, but also 
insights into making a business. But I have 15 years of experience, so... good luck! When students do 
work experience, they have to sign confidentiality, have to credit me in case of inspirational use, etc. I 
do not make money from it, I share to help you develop, but fairly.  
 
FM: Flexible production is about doing bespoke, on demand, lean, not pushing orders; you have your 
own way of management.  
JC: One of the strengths is the ability to be bespoke. But marketing bespoke can be quite tricky. If you 
give lots of options to people, it becomes confusing. If I show to people all the colours that I can do, 
they end up liking what I have already made. Unless they want you to match with a garment, they do 
not know how to pick a colour. Sometimes you can give people too many options. People think for 
bespoke (e.g. from mum's wedding dress) they can pay the same amount of money, but they do not 
understand how much it costs me to make the design... I can do it, but it is not exactly bespoke. I like 
to say it, but it is actually a kind of compromise. It is surprising that people have no idea of how 
valuable, expensive is to make something. They think you can buy a sheet of lace and you are charging, 
they do not understand that I make it all, and on such a small scale. I need to market that to people 
with bigger wallets.  
FM: There is ‘Honest By’ by Bruno Pieters: it is radical, educating the customer to see all what is 
behind each garment, very impactful. You should make people aware.  
JC: In terms of logistics and management, that slows things down; being able to offer 6-7 designs in 
colours speeds things up. Bespoke takes my attention away (there is a tension between the production 
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vs. the bespoke strand). Currently I am doing them both. It is about using someone else's skills. 
Someone could do the ready-to-ware (production side), while I could focus on the design. Someone 
has to do the boring job.  
FM: This would be your value proposition. Nevertheless, students are really good in digital design and 
not in manufacturing.  
JC: It would be less amount of work, but the fun is here, and I want to do the fun bit. It is a good 
explanation of a thought that I have never put into words. They have all the training; they are better 
in the design. The mature attitude would be: you do it, but the selfish designer in me says: you trim 
that lace for me. I like it. If you want to make a good business, you have to accept that if your skills 
are more in manufacturing and not in design, you have to do more of that. Unless you are paid for 
teaching the making.  
 
JC: Sustainability is interesting, is important to me, but it feels like the one which makes the least 
money. Because customers do not care about the environment; they buy my products if they really 
like them, not because they are sustainable. Sustainability is something that I have to build in the DNA 
of my business without actually having to thinking about it. It is an unconscious decision, part of your 
make up. Value for money is just expected, so there is almost no point mentioning it. In the past I have 
written a sustainability statement, to say I work towards sustainability. Sometimes my choices are not 
necessarily sustainable, like using the polyester thread, that is not the most sustainable thread, but I 
have made a conscious decision. It is about awareness, conscious decision making instead of falling into 
something. Some people would spend £0.10 more if it were sustainable. I avoided making it into a 
statement because I am not sure about the official description of biodegradability. I know from my 
own experience that it would compost; I have put in the ‘About’ section of my website a sustainability 
statement, but nowhere else, because I would worry that I have not the scientific background. My 
manufacturer says rayon is the closest you can get to an organic thread because it is made of natural 
raw material; I have not found any other product.  
FM: If someone assessed the sustainability of your products, would you be happy to explore it?  
JC: Yes, but there is the risk to look and find an answer that you do not want. However, the small 
amount of research I have done, suggests that I would be OK.  
FM: All the scraps are upcycled, as you found another solution to them. Well, on one hand, unless 
you told me, I did not know they were reused; also, you are not satisfied about its vintage look, and 
taking the dye out, and spraying out you would add toxic material.  
JC: I know it is a very tricky one. When you are at a small amount, it is easy to avoid that question, 
because you don’t have that much waste, because it ends up costing you too much money, or you end 
up some roads you would not want to be. For example, if I think about how I would handle that 
material because it is poisoning, or doesn’t rot down, you end up not using it. If you are a larger factory 
with lots of waste, some profit margin can go into it. For me, shall I waste too much time spending on 
how I can reuse my little waste? The amount of waste is just small; I am not making the ocean toxic.  
FM: Actually, as your products are so colourful, I thought that many colours could be bold, bright, like 
a patchwork, showing it is reused.  
JC: However, I did not do that because I could not get the tone right, or I had too much colour that 
I do not like, and a way to replace that colour was to over-dye it with another colour. I thought about 
it, but when you look at them, I found difficult putting them all together; I do not like some colours 
anymore. I read about the clementine colour; I do not like it with blue, but I should match it with 
black.  
FM: Because you are a fashion designer, you think they have to match; I would not think about it; it is 
true.  
JC: Maybe I will do one white and one colourful; it is a very good suggestion. I will have so much effort 
putting it all together.  
 
FM: There are businesses setting social enterprises, with a social aim, in developing countries for 
example. In regard to emerging markets, would you be afraid of China making stuff cheaply? Would 
you use social media and crowd-funding campaigns? E.g. time bank for knowledge exchange? Would 
you get a fair-trade certification to make sure you are paid enough? Sharing economy is about sharing 
equipment, etc. 
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JC: Again, some of these things I can see I do spontaneously (e.g. the sharing economy), although I 
might say it is not necessarily I would choose it. I noticed designers may share knowledge, if not 
equipment. 
FM: It is about building relationship, and then share resources, whether physical or intellectual. You 
also collaborate with a graphic designer, for example.  
JC: This is very now, and sometimes decision makers think we can create a sharing economy, but I 
still need to achieve economic sustainability. At the end of the day I need to sell my products, otherwise 
it is a hobby and not a business. All these things may look beautiful but... they are not a replacement 
for a business. Now in our economy, because of the austerity, and before the crisis, a lot of money 
went to the Olympics. Money was cut and now we are said we do not need the Arts Council to 
support us financially, and we should support each other. But I worry we can just give all the money 
to the bank. Social enterprises are really important but should not replace the government, which 
should provide training and support anyway. I worry that I am being encouraged to replace the formal 
support.  
FM: This is interesting; in developing countries, like in Brazil, artisans have to do things informally 
because governments do not have other service offers.  
JC: This makes me feel: we should support each other in our communities, because we are very lucky, 
but actually the government does not want to support the arts and creatives.  
FM: This is so interesting, thank you. And you are very engaged in social media; you could improve 
Instagram, but this is not a hurdle, because you have already a photographer, you have nice photos 
and you are very much IT oriented.  
What about crowd-funding?  
JC: I know people who have done it. But it is not something I have thought about doing, because I 
always thought it is admitting something that you can’t afford on your own, but musicians do it for 
launching their albums, an artist did a Kickstarter campaign for her printing. But I thought she might 
not be able to afford her own investment. 
FM: You are very brave, you always go for the most difficult path, and if things are on the plate, you 
go another way. That's your approach, and it is fantastic. 
 
FM: This trend is about customers, slow consumption, niche market, and awareness about aesthetics. 
JC: Unfortunately, with online sales you do not know the relationship with customers (as well as 
through the shops, like Debbie Bryan). At shows and open studio events, I talk to people, so I know 
the type of people who buys my work. When you work in social media, like Facebook (I have a 
personal and a business accounts on Twitter), people are more willing to comment, give feedback. It 
is an on-going process of developing customer relationships. There are two main customers: my trade 
customer and my end user (consumer). I have to remember that, I have two goals when I use social 
media, to drive people to my website but also to my stockists. This introduces a bit of a tension, 
because you want to attract customers to yourself, but some shops want you to direct the customers 
more towards them, and sometimes I am happy because they sell more for me than my few sales 
online.  
FM: I have a friend, who sells bags in Made In Nottingham, but the owner describes all the purchase. 
JC: That would be a very valuable feedback. Yes, I think some trade customers have that kind of 
relationships where I could ask that kind of questions, but I know how busy they are, and they have 
no time to answer all those questions. It works better when you sell on a sell-or-return basis; they 
pay only when they sell your products. That works well, because they often feedback to you. In the 
other way, they order some products in January, and they forget about you, instead of giving you 
feedback every month. On a sell-or-return basis, I get much more feedback on what is popular, etc. I 
know straight away the feedback. Sometimes, I contact them to find out if things are selling. Even if 
they have bought on a trade basis, I ask to swap for them, to avoid things to sit on a shelf, and swap a 
lot. Therefore, I know much more my trade customers than my end users. I would like to put on my 
website a way to get more feedback from people. But there is a tension between me getting 
information and having a pleasant customer experience.  
FM: Maybe, instead of the website, you can implement it offline, e.g. at the Craft Fair because the 
customer talks to you, builds a relationship and on a leisure time, people are more willing to give their 
feedback.  
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JC: When people make purchases, they have to fill in where they found me. But the options are few 
(word of mouth, advert, Google), and they always select Google. But it something I should think about 
more.  

FM: You already use digital fabrication. There are two trends. Makers are going towards digital 
fabrication, open design with instructions for DIY, released as creative commons, sharing digital 
drawings and transforming into something else. The other trend is more traditional, preserved know-
how, personalised local identity of Nottingham lace, and the on-going thinking about quality.  
Would you keep it more traditional, or more digital?  
JC: This is interesting, because obviously I make digital fabric, but I see a lot of laser cutting, 3D 
printing, as a democratisation. But people still like the skills of somebody who made it, whereas digital 
fabrication is cheaper, while if you cut by hand a brooch it is more expensive. People like something 
made by hand, but then it is too expensive and would rather buy something laser cut. My customers 
would go for a cheaper solution. When I talk to my end users I come across at trade shows, they ask 
me if my products are hand made. I find difficult to say if they are hand made (actually no, they are 
made by machine), but without me it would not be possible. If I say to people, it is machine-made they 
would spend only £1. I want them to understand that even what is made by machine, involves a lot of 
human control. With 3D printing, people do not understand the effort in making the digital drawing, 
and they think the machine has made this beautiful piece of art. For me the boundary is blurred, 
because I make it on a machine, but by myself. I say: I made it, but on a machine. And most people get 
around it. Most people think about hand-made lace as bobbin lace, but that takes too much time and 
cannot be as cheap as mine, and the high amount I make wouldn’t be possible. People are almost 
disappointed if it is made by machine because they have not the traditional know-how, but they would 
not pay the price handmade lace would cost.  
FM: Even in the literature there is no solution to this discourse. I define artisanship as the direct 
management of you controlling the whole process; you make everything from start to finish (against 
the "attempts" of makers, for experimentation), thanks to your aware management of manufacturing. 
You use machines, and people are attracted by them, because of the democratisation. The message 
would be around the human control.  
JC: I struggle with it. I am getting more used to explain my 15 years of experience. I started to 
introduce elements, e.g. I display also threads. They think I buy the lace, but I make it. I am trying more 
to display and present in a way that you understand that from this thread it’s me making the lace. Some 
of my shops are also getting to present in this way (otherwise in a cabinet nobody would educate the 
customers about the making process).  
FM: In fact, the makers often bring their machines at shows; maybe at important trade shows you can 
bring your machines and you can show the making. Also, you can use the storytelling photo-diary as a 
medium to pass this message.  

FM: This trend is about the designer of a micro-enterprise. I want to assess how this process can be 
used to different people; it is not only tailored to you. So, some designers collaborate with artisans. 
You work at both sides of design and craft yourself. If they are separate, designers have to understand 
the making, the local heritage, researching the identity and make it unique and personal, experimenting 
at the machine, envisioning strategies to be economically sustainable in the future, understanding the 
customer (feedback), providing services (e.g. alterations, collecting). You are doing a lot.  
JC: Funny enough I am doing service design, as I am doing adaptation if something was bought and 
does not fit. A customer emailed me to fix earrings into a necklace on a lace strap. I have not offered 
it, but people have requested it, and I had to come up with an idea and a pricing. I do not know if I 
have done repair. Some shops have asked repairs and adaptations. I interact with my end users, and I 
collaborate with other designers, so for example, understanding Brigitte's silver lace was really 
important for me to produce lace that works and does not break in the mould. I know that I need that 
understanding and that way of user-centred design when working with other designers. Working with 
others make you understand how important it is.  

FM: How would organisations support you? You collaborate with others (e.g. ceramists, Design 
Factory), you are featured in platforms, events... Thinking about scaling up, how would this affect you? 
JC: Working outside of your own business, externalising your business is important, but it is also a 
drain on your time. For example, I am a member of Design Factory, a fellow (the most established 
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designers become fellow) and I have to meet 2-3 times a year and talk about the direction for the 
organisation, into policy making. It is good, you are on the ground floor and you understand what's 
going on, but this is a massive drain on your time and energy. You know what opportunities are coming 
up, but you rely on someone else who is salaried to do that. You want to be integrated, but the lack 
of understanding makes you feel that you go to meetings and they ask you to do something new; 
although we travel to them, they have not done their own work. You feel like mistreated: they are 
paid to be there, I am not. I do not want to be negative, but events, networks, real-life platforms are 
a risk. Within a good network you could be the most recognised person in the room but if you do 
not spend enough time in your business, then you won't be successful. I think about it a lot.  
FM: I feel a bit guilty. I do not want you to...  
JC: That’s my reaction when I receive invitations to these things. My first reaction is: how is this going 
to benefit me? 
This is amazing, there is a lot of stuff here. It really helps.  
When they ask me just to hear your opinion, if you say yes to everything, you are lost. My first reaction 
is to say yes to everybody, but this costs me too much. Emotionally, you invest a lot, and it needs to 
come back. It is important for external networks to understand. It seems you are in FB all the time, 
you need to interact with people, but the impact on our time is really expensive, not financially, but in 
what we put into it. If we want other input to be useful to others, you have to make an investment. 
For example, in the New Year, at Design Factory they had not an agenda for a meeting.  
 
Feedback 
FM: This is such a useful feedback; it shows me the time commitment. I squeezed the time, I bring 
every time something to catch up. 
JC: The list of links was really useful, and you have a clear agenda and share it straight away.  
FM: I will make sense of all of it and will share it to you.  
JC: Send me a photo of it. I think it is a working tool for myself. It is interesting to know I am sometimes 
doing these things. It makes me think about sustainability, digital fabrication, talk about the idea of use 
of machine as part of my control. It is good. It would be beautiful just to see it.  
It helps gather together all your thoughts.  
You are well aware of your process.  
FM: You are very proactive and more forward thinking. I was worried about these tools; but you 
interacted very well with them.  
JC: It was useful. Sometimes when you are in academic environments they work fine. I hate mind 
maps. But because here the information is broken down, and we went through them together, it 
worked very well. Academic jargon (e.g. service design) does not tell me anything (or circular 
economy). Some people think things are natural, but you have to work more visually. I enjoyed it, and 
I get to talk about myself.  
FM: I thought it was quite scary asking the first question. 
JC: I think about it all the time; this is a striking question. I had an answer. Because you ask me, and I 
do not know you, I can speak more freely (than to my husband). When you talk about your hopes and 
fears, you feel more vulnerable; I would say different things in front of others, to make a good 
impression. But here it is only you and I. 
FM: I will share with you the photo-diary and the challenges and opportunities that you identified, as 
well as your vision for the future. Here, it is not that academics say this is the future, but this is your 
own vision. I will ask your feedback if you feel well represented.  
We will share opportunities and challenges among artisans, so that other organisations will know your 
needs. Everybody can input his/her feedback via mail. But I think it is useful to get to know each other.   
Cobden Place is really happy to host my workshop, and I can have it in their venue.  
The next step will be a day of workshop, with other organisations (NTU, RSA, customers, Design 
Factory). We will outline a strategy to implement things, stakeholders, who does what, and mapping 
out all.  
JC: You will have difficulty to get everybody in one room for one day. So, you set the date. Mondays 
work better for me.  
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Appendix 3I: Barriers & Enablers for Nottingham Lace Artisans to Achieve a 
Sustainable Future 

Vision for the Future of Cluny Lace Ltd: “Finding people skilled to teach and learn our machinery”. 

BARRIERS for Cluny Lace Ltd 
Theme Participants' Input Frequency 

Making Skills 

 Ageing workers due to retirement 

4 
Loss of skilled designer-makers to develop new patterns 

Lack of time to train other people 
 Shortage of skilled technicians to maintain and update the 
machines 

Production Processes 

Slow, manual and onerous (preparation) work needed for the 
lace machines 

3 Difficulty to understand the whole lace making process 

 Lack of technological innovations of the lace machinery 

Supply Chain Shortage of info about constant supplies of local and 
sustainable yarns 1 

Marketing Strategies Fast fashion competition 1 
Consumers' 
Behaviour Impossibility to control rapidly changing fashion trends 1 

Product Type Risk of copies 1 

Design & Enterprise Lack of local manufacturers to collaborate with  1 

Enabling Ecosystem Lack of trust in support organisations 1 
 
 
 

ENABLERS for Cluny Lace Ltd 
Theme Participants' Input Frequency 

Marketing Strategies 

Targeting high-end fashion markets 

3 Resilient collaborations with diverse small local brands 

Online outlets (e.g. selling pre-consumer waste) 

Production Processes 
Investments to digitalise jacquard cards 

2 Technical specialisation to differentiate products over 
competitors 

Product Type 
Reuse of old patterns  

2 
Highly complex patterns difficult to be copied 

Design & Enterprise 
Keeping the business small to a manageable size 

2 
Company archives to preserve the heritage 

Making Skills Return of old workers to the factory 1 
Supply Chain Agents for local supplies 1 
Consumers' 
Behaviour Product care information for longevity 1 

Enabling Ecosystem Strategies to make the business self-sustainable 1 
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Vision for G.H.Hurt & Son Ltd: “Developing our business for modern times while keeping our tradition and 
quality”. 

BARRIERS for G.H.Hurt & Son Ltd 
Theme Participants' Input Frequency 

Making Skills 

 Uncertainty of future generations to carry on the business 

3 Shortage of interest for young people in working in factories 
 Difficulty in recruiting new staff due to lack of skilled 
workers and helpers 

Marketing Strategies 

Decreasing sales in some markets 

3 High cost of local manufacturing in comparison to 
internationally emerging markets 
Changing trends for retailing 

Production Processes 
Limited product storage space 

2 
High quality control required on production 

Supply Chain 
Difficulty in finding good quality natural raw materials 

2 
Product returns due to lack of care in product washing 

Consumers' 
Behaviour Decreased sales due to long lasting products 1 

Product Type  Long time required for bespoke products 1 

Design & Enterprise Need to improve digital communication 1 

Enabling Ecosystem 
Lack of possible collaborators because most local factories 
have closed down 1 
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ENABLERS for G.H.Hurt & Son Ltd 
Theme Participants' Input Frequency 

Marketing Strategies 

Improved online sales to adapt to different devices 

7 

Improved marketing photography graphic design 

Wider network of suppliers and markets 
Social media to attract young customers 

Balance between online and offline sales 

New retail models (e.g. pop-up galleries, fairs, etc.) 
Online user feedback on new designs (e.g. Kickstarter 
campaigns) 

Consumers' 
Behaviour 

Showcase of heritage (i.e. equipment, archive) know-how to 
raise customers’ awareness (e.g. open heritage days) 

6 

Showcase of the people and the stories behind the artefacts, 
to give a human touch to the purchase 

Renewed customers’ interest on the quality of the handmade 

Customers willing to keep products for longer 

Local products as gifts for foreigners 
Close relationship with end users and retailers to receive 
feedback on new products 

Supply Chain 

Increased customers’ interest in natural raw materials 

5 

Closed loop of resources (e.g. sale of waste wool for 
recycling; pop-up outlet for one-off items; mending or 
upcycling) 
Mindful and hands-on quality control throughout the supply 
chain 
Short supply chain easier to manage (in terms of raw 
materials, water use, chemicals, etc.) 

Effective provision of product use instructions for customers 

Product Type 

Translating traditional quality into contemporary aesthetics 

4 Technological progress to advance the products 

Openness to experiment new designs 

High quality products more difficult to copy 

Making Skills 

Management of local business (in terms of supplies, sales, staff 
from the local community) 

3 
Staff turnover through students on work experience 
Skills training 

Production Processes 

Pleasure of making and openness to learn, being proud and 
confident 

2 
Flexibility in producing small quantities of diversified 
products 

Design & Enterprise 

Cultural openness and understanding of foreign customers 
and markets 

2 
Direct communication with designers to innovate the 
products, while keeping short lead times 

Enabling Ecosystem Increasing number of supporting organisations 1 
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Vision for the Future of JC Middlebrook: "Being economically self-sustainable while running my own business 
full time". 

BARRIERS for JC Middlebrook 
Theme Participants' Input Frequency 

Design & Enterprise 

Competition due to low barriers to entry and accessible 
information 

4 
Fear to delegate design responsibility to others 
Difficulty in understanding collaborators (i.e. designer, 
retailer, consumer) 
Physical distance from customers’ events 

Marketing Strategies 

Difficulty in pricing bespoke products 

3 Tension between direct sales and mediated by retailers 

Lack of time and skills to invest on marketing 

Consumers' 
Behaviour 

Shortage of information about end users 

3 
Lack of consumers’ understanding of the whole making 
process 
Shortage of consumer's interest in environmental 
sustainability  

Product Type 
Difficulty in marketing hybrids between digital and handmade 

2 
Difficulty in marketing the aesthetics of upcycled products 

Enabling Ecosystem 
Decrease of top-down support due to reliance on informal 
systems 2 
 Effort and time involved in networking 

Making Skills Shortage of students interested in placement due to niche 
making sector 1 

Production Processes Distraction in co-working spaces and lack of interest in 
sharing equipment 1 

Supply Chain Shortage of knowledge and availability of sustainable raw 
materials 1 
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ENABLERS for JC Middlebrook 
Theme Participants' Input Frequency 

Consumers 
Behaviour' 

Direct control on micro-business, not dependant on large 
retailers 

5 

 Shift from craft to high-end fashion market 

Increased consumer’s awareness of the value of slow fashion 

Increased consumer’s desire for new aesthetics of 
sustainability 
Communication of the whole process self-managed by the 
artisan (through all channels) 

Making Skills 

Collective trade shows to interact with other artisans 

4 
Public facing events (e.g. open studio days) 
Skills transfer and support from students on work 
experience 
Training other makers 

Supply Chain 

Increased knowledge of alternative sustainable raw material 

4 
Close loop of resources through cross collaborations (for 
collection, reuse, etc.) 
Sustainability embedded with the DNA of the business 

 Waste minimisation 

Enabling Ecosystem 

Active and supporting organisations to reach out larger 
markets 

3 Organisations providing start-ups with information 

Agreed and complied peer-to-peer support 

Marketing Strategies 

Sharing of (intellectual and physical) resources among 
artisans to develop the design community 

3 Digital communication to reach wider public 
User feedback (effectively and pleasantly) embedded into 
purchasing (both directly and through retailers) 

Production Processes 
Flexibility in manufacturing larger batches  

2 Differentiated management of ready-to-wear and bespoke 
lines 

Product Type Advanced product types through collaborations with other 
craft media (e.g. street art) 1 

Design & Enterprise Customer services after purchase (i.e. customisation, 
alteration, etc.) 1 
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Appendix 3J: Email Invitation to the Workshop ‘Co-designing a Sustainable 
Future for Nottingham Lace’ 

 
Dear ..., 
 
My name is Francesco Mazzarella and I am a PhD researcher at Loughborough Design School. Through 
my online and offline searches, I believe your expertise will be a valuable contribution to my research. 
It is with this in mind that I would like to invite you to the participatory design workshop “Co-
designing a Sustainable Future for Nottingham Lace”. 
 
The workshop aims to facilitate discussion among a group of people working around Nottingham lace 
(e.g. artisans, organisations, consumers, design students, educators and practitioners). Your 
participation will enable your vision to be integrated in the co-design of a collaborative service and 
strategy to encourage Nottingham lace making towards a sustainable future. The session will take place 
on Monday 22nd February 2016 from 10.00 am to 3.00 pm (including lunch – which will be 
provided – and breaks) at the Cobden Place in Nottingham (Coden Chambers, Pelham Street, 
NG1 2ED). 
  
I am attaching the participant information pack; however, please do not hesitate to contact me 
to discuss any further details. 
  
Looking forward to your kind reply, I send you my best regards. 
Francesco 
  
********** 
Francesco Mazzarella 
PhD Researcher in Service Design for Sustainability & Social Innovation 
  
AHRC Design Star CDT | Sustainable Design Research Group 
Loughborough Design School, LDS.1.25 
Loughborough University, LE11 3TU 
skype: francesco.mazzarella10 
http://goo.gl/LlWDNY - http://goo.gl/1AD8UI - https://goo.gl/aeWqqQ 
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Appendix 3K: Participant Information for ‘Co-Designing a Sustainable Future 
for Nottingham Lace’ 
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Appendix 3L: Schedule of ‘Co-designing a Sustainable Future for Nottingham 
Lace’ 

Objective Phase Method Schedule 

To define the 
design 
direction 

Set-up Check and set the venue up 09.30-10.00 

Introduction I introduce the study and share the artisans’ 
stories 10.00-10.15 

Understanding 
artisans’ 
visions for the 
future 

Altogether, identify key barriers and enablers 
to achieve a sustainable future 10.15-10.45 

Brainstorming 
different 
design 
directions 

Brainstorm around different design directions 
that Nottingham lace artisans could follow to 
achieve a sustainable future 

10.45-11.15 

Defining the 
future strategy 

Choose one of the design directions identified 
before and outline a strategy (i.e. identify 
why/with whom/through which activities/how 
the sustainable future can be achieved) 

11.15-11.45 

Break Lunch 11.45-12.30 

To co-design a 
collaborative 
strategy 

Mapping target 
stakeholders  

Based on previous experience and knowledge, 
map the target stakeholders (and their skills, 
motivations, benefits) to support the chosen 
strategy, and prioritise among them according 
to their impact level 

12.30-13.15 

Brainstorming 
different 
collaborative 
services 

Brainstorm around different services that 
could enable the implementation of the 
chosen future strategy 

13.15-14.00 

Outlining a 
sustainability 
manifesto 

Outline the key values that the community will 
share and use to assess the sustainability of the 
service 

14.00-14.30 

To analyse the 
data collected 

Wrap up Quick feedback and refreshment 14.30-15.00 

Analysis Transcript audio, thematic analysis, write up 23/02/2016 – 
06/03/2016 
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Appendix 3M: Introductory Presentation for Workshop ‘Co-designing a 
Sustainable Future for Nottingham Lace’ 
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Appendix 3N: Transcript of Audio Recorded at the Workshop  
‘Co-designing a Sustainable Future for Nottingham Lace’ 

Introductory presentation (01’ – 27’) 
Welcome and thank you! 
I introduce myself 
Background information (complex challenges: redistributed manufacturing, flexible production, circular 
economy, alternative economies, slow consumption, advanced artisanship, designer entrepreneur, 
enabling ecosystems).  
Focus: definition of textile artisans’ communities: human-centred economic aggregations (rooted on 
personal identity, local material culture), handling materials (local and natural), and tools (hands, 
machinery), to make (small, flexible, local batches). I aim to shift the worldviews from individual artisans 
to communities of practice. Specific target: Nottingham lace (due to the meaningful story it can 
convey). Rationale for choosing the textile sector: highest employer of craftspeople, large range of 
applications, rising consumers’ trends, environmental challenges. 
Aim: to explore how service design can contribute to encourage textile artisans’ communities towards 
a sustainable future. That means preserving cultural heritage (e.g. NTU lace archive), providing social 
engagement (e.g. crafternoons events), boosting economic development (e.g. The Hive, The Future 
Factory, and Creative Quarter, supporting the Creative Twinning programme), and enhancing 
environmental stewardship (e.g. Fashion Revolution). 
Process: user-centred, strategic process focused on the service-system beyond the product (lace).  
Methods: literature review, focus group, shadowing, contextual interviews, brainstorming, 
participatory design workshop, stakeholders map, service blueprint, manifesto. 
Initial findings: Map of contemporary lace artisans, then selection of 3 artisans participating in the 1st 
part of the study (Cluny Lace Co Ltd, G.H. Hurt & Son Ltd, JC Middlebrook). Diversity around 
Nottingham lace: Leavers lace, knitted lace, and digitally embroidered lace). 
Contextual interviews: guided tours and conversations around the current state of the art, from a 
cultural, social, economic and environmental perspective. This storytelling shows current engagement 
and enthusiasm around Nottingham lace, to challenge local disappointment. 
Outcomes: Photo-books as storytelling tools. 
Brainstorming: artisans’ approaches to future trends.  
Outcomes: SWOT analysis of different ideas, visions for the future (e.g. social issues of skills; 
preserving and advancing cultural heritage; economic self-sustainability).  
Barriers (anonymised affinity mapping): lack of skilled workers, of young workers, high human control, 
bespoke is onerous in terms of time and efforts, lack of information and availability about raw natural 
materials, customers’ styles, lack of skills and time in marketing, overseas competition, shortage of 
knowledge about end users, decrease in sales, time commitment for experimentation with other 
artisans, decreased top-down support, reliance on peer-to-peer support, customer’s appreciation of 
the story behind the product. 
Enablers: skills transfer, sharing knowledge and information, technological advancements, customers’ 
interests in raw materials, low waste, closing the loop of resources, short supply chain, collective trade 
shows, digital communication and social media, shift from craft to high-end fashion, storytelling of the 
stories behind products, user feedback upon production, collaborations with other crafts media, 
openness to understand the other, services after purchase (e.g. alterations, customisations), more 
supportive and active organisations, peer-to-peer support.  
Themes: Making skills, production processes, supply chain, marketing strategies, consumers’ behaviour, 
product types, design and enterprise, enabling ecosystems. 
Workshop: develop and delivery phases. Multidisciplinary participants.  
 
Ice-breaking:  
Q: Who you are, what is your link to Nottingham lace, and your expectations for the future of 
Nottingham lace.  
A: Jayne: embroidered lace (not traditional, but inspired by the history of Nottingham lace); 
Shruti: student at NTU, interested in craft and get inspirations from the place where she studies; 
Paul: maker of leather accessories in my own studio. Interested in sharing issues he faces.  
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Ann: Archaeologist, interested in lace since her early studies, working for Nottingham City Museums 
& Galleries. Look after the lace machinery. Lottery Bid for the designated collection of lace. Interested 
in commissioning makers to share their stories.  
Hannah: artist and designer, MA in textiles in Stockholm, interested in craft as conveyor of human 
stories; 
Rebecca: research project at NTU, pedagogical material at the lace archive (drafts, samples) for 
teaching design and drafting at lace machines. 
Gavin: lecturer and PhD in collaborative art practice; interested in educating youth, creating a legacy 
in young people.  
Kathy: Creative Quarter, develop and coordinate the economic development and regeneration of the 
lace market. Interested in challenging the currently under-established Nottingham lace and make it 
viable (for freelancers, micro-businesses); heritage, place making around lace and textiles in the 
creative quarter (complementing the offer of the castle) making it iconic. 
Minder: freelance marketing and event planner, beginner service designer for innovation; from 
Nottingham, and interested in finding out local assets and sharing them with peers. 
Marysia: art and culture tourism. 
Diana: with a degree in fine arts, and an apprenticeship in art and design education, as well as an MA 
in business, supports creative businesses (e.g. creative twins). She is interested in Francesco’s research, 
about development and disruption, and foreigners’ recognition of the local assets (e.g. lace and Robin 
Hood) to make a cultural icon for new galleries.  
 
Q: Why are we here? (O) 
1.   Industrial lace 
2.   Emerging textile artisans 
3.   Wider notion of artisans 
We need to understand the stories; otherwise there is the danger of talking about all the same level, 
without a specific narrative. 
A: We, in a participatory design way, need to identify the scope (O). 
There is potential to make lace as a part of a wider artisans’ community, more sustainable as a 
connected campaign. Contemporary artisans are interested in the story of lace. Lace is the hub to 
weave the artisans together (O). Getting the narrative of that, very clear, is very important. People 
expect that lace was made in Nottingham, but it is not. We risk delivering an unauthentic story. We 
need entertainment, but also conveying an authentic story (from a museum perspective) (O).  
 
1st activity (altogether, 43’ – 1h 6’) 
We will feed our conversation through the artisans’ views and enrich the conversation with different 
perspectives around challenges and opportunities to achieve a sustainable future. 
 
Nottingham is the birth of mass consumption, as it is machine-made. But, it needs skills to use these 
machines, and make quality products. In this sense, for being made by an individual and not 
commercially by a machine at large scale, it can be defined artisanship. The origin is artisanal and then 
it became industrial (E).  
Cluny has tried to build their lace as Nottingham lace (O). 
Fashion Revolution is about raising the consumers’ awareness about how our products are made (E).  
Machine-made does not mean that no skills are involved; you need to be skilled to use the machines. 
The film “The Lace Makers” in the Lace Market shows that it is needed an engineering skillset to use 
the lace machines (O). 
When participating at trade shows in Germany, explaining in another language, is interesting to identify 
which bits of the story to focus on. The story for me is not the history, a bit doily of the past. However, 
it is part of the story, and it ok to say, but you need something else to say (A). 
In Scotland there are computers, which create new jacquard cards, but not in Cluny (A). 
The Designer Forum is closed, as a central resource for designers and makers, membership 
organisation in the East Midlands. They closed down because not financially sustainable (A).  
Bridge & Stitch is for business designers (O). 
 
Barriers 
- Low economic income for the artisans; 
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- Difficulty to market products as Nottingham lace to the customers;
- Lack of local sales (because of price);
- Do not believe in storytelling; people are satisfied from the story and do not need to buy the
products;
- Difficulty to explain to customers that even machine-made products require human skills and need
to be valued as artisanal;
- Customers are not educated about the different types of Nottingham lace;
- Impossibility to translate the designs into the jacquards; therefore, it is currently only possible to
copy the old designs and change the colours (done in France);
- Difficulty to read the hand-drafts;
- Lack of understanding of the role of design;
- Resistance towards new design;
- Expensive to maintain the machines and update them;
- Lack of technicians to repair machines in future generations;
- Complexity to clarify a process, which involved different people (for drafting, printing jacquard cards,
etc.).

Enablers 
- Finding ways to utilise the idea of Nottingham lace;
- Finding and reaching customers buying craft items through shops;
- The story builds an aura around the product;
- Educate the customers to understand the story (maker, time, care) and the articulation of the process 
to acknowledge the value;
- Understanding how to use the story, and how to put it away;
- Teaching engineering skillsets to use the lace machinery;
- Identifying the target market, using social media, online retailing, and marketing plans, to complement
storytelling;
- Conveying stories: contextual stories of the artisan (drawing inspiration from the heritage and
develop a personal style), contextual stories of the artisanal process (how the product is made), and
the stories of the products themselves (which attract customers, based on products and their personal
style);
- Using contemporary language (colours, technology, geometric forms of the city) and inject it into the
heritage process;
- Using technology to computerise the jacquard cards and create new designs;
- Government investment in new machinery more relevant to the digital generation;
- Researching to recreate the process and work out the methodology to recreate the jacquard cards;
- Clustering the makers and sharing skills.

2nd activity (altogether, 1h 8’ – 1h 31’) 
What directions could Nottingham lace artisans follow towards achieving a sustainable future? 

Possible design directions (emerging from the previous activity): 
- Storytelling;
- Reaching consumers;
- Preserving heritage;
- Technological advancements;
- Education about different types of lace;
- Governmental support;
- Peer-to-peer support.

Q: Can we change the question to incorporate the wider lace-inspired community? Is it industrial or 
artisanship? What do we mean by sustainability, e.g. environmental, economic…? (O) 

Scope: 
Q: These 3 examples are very different, and strategies are specific to some of the artisans, but it is 
important to understand the affinity problems across businesses. 
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A: For small heritage companies it is more challenging to envision a sustainable future (A). 
If you expand the definition too broadly to incorporate the whole fashion and textile sector (even Paul 
Smith, who is already sustainable) you end up not contributing to improve the situation of the heritage 
micro businesses, and target users would get lost and would not resonate to a new service (O). 
We need to define a subset, e.g. SME local businesses; eventually, international companies could 
support small businesses, as part of the solution (E). 
Are we talking about emerging businesses or artisans? The scope is Nottingham lace, otherwise we 
would get lost (O). 
There is a learning curve that lace could inform other craft media (e.g. Porcelace by Jayne and another 
ceramist) (A). 
Paul Smith is more a menswear brand and is not that interested in lace (R).  
The scope could be ‘inspirable by lace’. Debbie Bryan could fit into it, because of the lace archive, as 
retailer, for the lace heritage research group, and the craft workshop. One of the sustainable futures 
could be to create new products inspired by lace (O). 
Calais was making lace just because all the struggles were in Nottingham, because the machines were 
out of the country (O). 
Swiss Tool is a company which now has its headquarter in Nottingham, produces lace which ended up 
in the space centre, in surgery, 3D projections into fabrics, creating contemporary and unusual 
applications (compared to curtains and flowery dresses) (O). 
 
Redefined question: How can lace-inspired artisans and SMEs be financially sustainable and viable in 
Nottingham city? (E). 
This includes also performance artists, other makers, etc. 
 
Financially sustainable is accurate, as it also includes issues about workforce, culture, etc. Financial 
sustainability is key, because if a business is not, although preserving the cultural heritage, it won’t have 
a future (O). 
 
What are the key issues that you are trying to address, why is it important? 
- Financial sustainability; 
- Loss of cultural heritage; 
- Projecting heritage into contemporary aesthetic; 
- There are no longer large-scale manufacturers; 
- Unless we, as a community, learn from it, we will be in the same situation in the future; 
- Need to educate consumers and makers; 
- Misperception of lace as something old; 
- Need to articulate an innovation story; 
- Citizens do not know the story of Nottingham lace. 
 
Who is that problem for? 
- Micro artisanal businesses; 
- Emerging designers; 
- Students; 
- University educators to pass skills for sustainable businesses; 
- Museums; 
- City Council and place making organisations; 
- Citizens; 
- Cultural historians. 
 
What social or cultural factors shape this problem? 
This implies a wider cultural problem elsewhere: the further we get from Nottingham, the more we 
lose the heritage and the sense of place (A). 
We would lose individual retails and will end up with only high street shops, in parallel to mass 
consumption, which will always be there (E). 
Organisations (e.g. museums) need to articulate an authentic story (O). 
Lace making is related to a rebellion history (E). 
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We need to demystify the wrong perception of lace and build a contemporary and unusual language 
around lace. We need to convey the message of Nottingham as Innovation City (the real innovation 
was making lace at the Leavers machinery) (O). 
Most of NTU students are from certain backgrounds, come to study in Nottingham and then they 
leave to work somewhere else. There is the need to involve more local people and invest in creating 
opportunities for retaining them in Nottingham (E). 
Maid Marion Way was created in the new modern way as opposite to the heritage style of York with 
traditional bookshops, etc. (O). 
Cobden Place is still owned by the developer (O). 
Membership organisations run by committee do not go very far because every member have to make 
their own living and the membership becomes the last of their priorities, while if you have an 
organisation with someone paid to coordinate the activities, it is more likely to achieve a sustainable 
future (A). 

What evidence do you have that this is worth the investment? 
If artisans cannot make money, they won't continue their business (O). 

Can you reframe the problem? 
Q: How can lace-inspired artisans and SMEs be financially sustainable and viable in Nottingham city? 
A: By involving more local people and articulate an innovation story, which could make the sense of 
place (O). 

3rd activity (altogether, 1h 32’ – 2h 8’) 
Q: What strategy would you propose to encourage Nottingham lace artisans towards a sustainable 
future? 
Considering our direction (i.e. to make lace-inspired artisans and SMEs financially sustainable in 
Nottingham city) … 

Why do we do this? 
- To preserve our local identity;
- To keep our memory, both in the built environment and as storytelling (against the idea we have
been told that the new is better than the old);
- To rescue the uniqueness of the story of Nottingham as innovation city;
- To create new jobs (against low income of Nottingham’s citizens);
- To enhance prosperity in Nottingham city and improve people’s lifestyles;
- To disrupt the idea of Nottingham as a “second size” city not worth investments and to create
awareness of Nottingham as a good city where to live and work with a role to play in the national
economy;
- To be proud of what new we have, instead of claiming what we have lost (e.g. we have not lost the
lace industry, but we have reinvented it);
- To build the sense of place (against the feeling of shops and advertising everywhere);
- To overcome the barrier for scattered freelancers to become a collaborative community.

Who can do this? 
- The government;
- Heritage factories;
- Institutional actors (e.g. NTU, UoN, Nottingham City Council);
- Individual organisations;
- Co-working space owners (e.g. Cobden Place);
- Community arts spaces (e.g. New Arts Exchange);
- Organisations;
- Artisans in partnership.

What can we do to get there? 
- Governmental investments to sustain the regeneration of the city;
- Public spaces in the city for people to have alternative experiences (e.g. Cobden Place);
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- New models of ownership towards shared usership (e.g. co-location clustered around Debbie Bryan’s 
store, which is owned by the City Council); 
- Investments for co-working spaces (e.g. in Beeston, Burton’s has got a grant from the Princess Trust 
for using their land and keep the heritage of the building and create leisure activities), which are 
interesting and experiential; 
- Information (e.g. maps, signage, tours) about the lace market; 
- Curated aesthetic of the fundamental lace market (complementary to the castle), informed by the 
past and inspiring for the future; 
- Middle-up-down strategies (synergy of top-down and bottom-up); 
- Paid organisations to coordinate activities; 
- Artisans’ partnerships (e.g. Creative Twinning, based on the “power of 3”, shared responsibilities and 
triangulated opinions and consensus upon negotiation); 
- Grants (Experience Nottinghamshire, Design Factory, and Future Factory) for the time when artisans 
are not making products, but to keep the relationship going; 
- Events like the “Global Craft Conversation” (Karlsruhe, New York, Nottingham) although it was an 
expensive learning experience; 
- Partnerships with international designers. 
 
How can we do this? 
- Finding new and sustainable routes for renting making spaces; 
- The only worthwhile way to achieve this is to identify a certain number of strategic spaces in the lace 
market (to meet the needs and demands of the users who wonder where the lace market is, although 
the city council owns very little real estate in the lace market); 
- Opening up new and shared opportunities within the facilities owned by the heritage factories; 
- Define the scale of the lace-inspired artisans’ community; 
- Outlining a shared vision that everybody can galvanise around; 
- Overcoming the resistance towards collaboration; starting from existing support activities and work 
with micro businesses in the market plan, and pull people together more effectively;  
- Being mindful of time for large scale projects, not to drain your energies, and find ways to make 
change relevant to people (according to their skills, time, and meanings); 
- Creating partnerships and coordinating activities with a collaborative mindset, grounding 
relationships and a specific vision; 
- After defining the strategy, identifying the scale of such partnership (at least 3 people, but not too 
many) and creating a network; 
- Opening up new markets. 
 
Wrap up: 
- A research strategy for understanding the needs and then setting up a plan for passing on knowledge, 
skills, heritage, culture.  
- Vision for capturing and sharing the story of Nottingham lace with a global contemporary audience; 
- Education in schools to build civic pride (the city as a learning site) and make children understand 
what the lace industry (and the Industrial Revolution) was through guided visits (academies and free 
art schools); 
- Supporting economic development of lace-inspired artisans. 
 
Lunch break (2h 8’- 2h 48’) 
It is a matter of educating people how to make craft, so that they can appreciate it and buy it. We do 
not know what we are educating people for. We are educating students to be unemployed. In the 
past, people would go to NTU to study arts, design and crafts and get a paid job, in a sustainable 
model, but this does not happen anymore. Arts, design and crafts should educate people to be curious, 
flexible and resilient to our system, problem-solver (E). 
What is service design? It is about designing a blueprint, a model that other people can use to guide 
new processes and structures for a business, beyond a product to sell. Sometimes it has to do with 
public services, e.g. how might we make everybody cycle to work? Is it just a diagram, or actually also 
service implementation? It may be a plan, a policy (described in different visual ways). It is difficult to 
explain, but it does make sense. For example, governments would invest money on public services 
visualised in a comprehensive way, breaking down all the information (E). 
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I was thinking about hackspaces; they may be not suitable to lace, but yes to textile artisans, with 
shared equipment to overcome multiple investments, which are unaffordable by single members. There 
is one in Bristol, based on a membership fee, where you can use shared workspace, machines, and 
skills. Birmingham has an 8000 square building, which will become the next makers’ academy, for the 
Birmingham School of Art, and Coventry. They have already a working model, but it is becoming too 
commercial. I have used the hackspace in Nottingham, and that is good. There should spaces for cafes, 
shops, studios, events where the public can see designers and buy something at the end (E). 
I have just started a new project in the lace archive, to decode the drafts and understand how the old 
school was teaching students how to make lace (E). 
I look after the archaeology collection; my volunteers look after making Nottingham as a creative city 
(O). 
 
Wrap up: Marysia joined; she works with Arts Culture Tourism, she is interested in heritage, in 
Beeston, but also in Nottingham. 
We had a quick introduction about what is all about, the research done with Cluny, Hurt and Jayne. 
Their visions for the future are diverse, reflecting the richness of this topic, from finding skilled lace 
makers, to translate the heritage into contemporary aesthetics, to becoming economically self-
sustainable businesses.  
We have explored various issues: preservation of the heritage, technological advancements to make 
new designs, education in schools, linked to place making.  
We have reframed the problem into: how might we make lace-inspired artisans financially sustainable and 
viable in Nottingham city? 
The focus is on lace artisans, but also on other emerging businesses who can draw inspiration from 
Nottingham lace. 
Possible strategies are: 
- An agreed research strategy to pass on knowledge and skills (to identify where the gaps in our 
knowledge are, e.g. the gap between the jacquards and the design, for the past to inform the future). 
Nottingham City Council Museums & Galleries has an archaeology research strategy for the East 
Midlands, and we can always refer back to that.  
- Capturing and telling the stories (of lace, the artisanal process, and the product itself); 
- Economic development; 
- Education. 
 
4th activity (2h 48’ – 2h 58’) 
Having this shared vision, we can map out the stakeholders who can support the chosen strategy, in 
terms of core partners (i.e. the champions), peer producers (of these services, facilities, resources), 
peer consumers (i.e. who consumes these services). We can be as specific as we want.  
We have 5 objectives, but we have not chosen them yet. So, do we have an initial strategy to work 
on? Is anything missing here?  
Maybe we can split into two groups, each working on a different strategy, and get more in-depth data.  
 
Passing on skills + education + storytelling is one strategy (researching and capturing the stories to 
inform new education, for short and long-term plans), while supporting local economic development 
is another strategy.  
We can start exploring one strategy, and then we can move on the other one (O).  
 
Open discussion (3h 34’-3h 45’) 
We developed an economic development support service. At the core there have to be the 
lace-inspired artisans. Then, at the primary layer, with a direct responsibility working with these 
artisanal business, there is Nottingham City Council, the creative digital industries consortium, people 
providing peer workspaces for these businesses (like The Old Knows Factory, Backlit, Antenna), the 
University with its economics programme building and augmenting digital skills and knowledge, transfer 
knowledge and collaborative projects, the Mixed Reality Lab, The Hive (40% of businesses have been 
to The Hive), The Future Factory (that will be continuing for the next couple of years). There are peer 
networks (because there is a lot of knowledge transfer between peers and businesses), advanced 
manufacturing engineering lab at the University of Nottingham. All these will be working together to 
provide promotion, business and marketing support to lace-inspired artisans. Finally, the secondary 
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layer is like a national support network (e.g. Arts Council, RSA, UKTI) to fund the strategy, also 
including online retailers (e.g. Etsy). There is also an economic benefit for the supply chain. The other 
layer was about the consumers (not peer consumers though), therefore we thought about who the 
stakeholders in reaching those consumers are: e.g. museums, schools, and tourists. We recognised 
that when you reach those tourists who buy the products of the lace-inspired artisans, then you start 
to get a knock-on effect on the economies of those artisanal businesses. Then you have created a 
quadruple layer, which is about people interested in the arts for philanthropic reasons (and not for 
economic ones).  
We have thought, if all these things exist already, why aren’t they working? The reason is that it is still 
too early to assess the impact of such new programmes (e.g. the Growth Hub is only one year old; 
the Creative and Digital Industries Consortium funding will have an impact only in a couple of years; 
the same for the European Programme at the advanced manufacturing network at the University). It 
takes a long time for such a programme to have an impact back to the artisan. That’s why the most 
important at a primary level is the peer network, because this is less funding-dependent and is the 
most sustainable because it continues and fills gaps in between funded programmes. It takes time to 
have all these outcomes communicated and have an impact on the promotion of the artisans’ work. 
However, in the public domain it is not as coherently communicated as this (O). 
 
We have brainstormed around a shared research strategy to inform education. We have put 
Nottingham City Museums and Higher Education Institutions and University (global researchers and 
research students focusing on lace), scholars in social history (to convey the lace language and its visual 
language). There are cultural strategic partnerships (e.g. New Art Exchange, Lakeside). There are some 
stakeholders across the borders (e.g. Nottingham Civic Society; academic publishers for archaeology 
and history in Nottinghamshire), New Craft Academy (i.e. apprenticeship programme with New 
College Nottingham), bobbin lace guilds (to bring also the hand-made alongside machine-made lace), 
Nottingham City of Literature (with work to be included in the Castle galleries linked to the jacquard 
cards), arts organisations, Experience Nottinghamshire (for tourism), place marketing organisations, 
museum services in the city council, private museums (e.g. framework knitters museum in Ruddington), 
RSA (as supporter), film makers, engineers in Calais (with skills, still using the machines), 
students/graduates/interns at various levels of education, social media, storytellers, hackspace, Crafts 
Council (and volunteering network), Broadway, Lace Here Now (across the city). We have also 
suggested a Hack-It-Yourself day (e.g. Lace Hack) (O). 
 
5th activity (3h 45’ – 4h 18’) 
Q: We have one overarching strategy with two different objectives. What collaborative services would 
you propose to support the implementation of this strategy? You can use this matrix (online/offline; 
collaborative/individual).  
For instance, since some of the artisanal factories (e.g. Hurt, Cluny) are out of town, the service 
connecting them may not be physical. Also, the service may be a solution fit for specific businesses, 
but not for others. Furthermore, an online service may solve the issue of artisans who do not want to 
leave their factories. Here, in fact we can still brainstorm different services, visualise them, and then 
prioritise and choose the most relevant ones. 
 
A: An example could be to pair more artistic designers with more technical designers and make them 
collaborate. However, this is more a project rather than a service. A service could be the platform to 
infrastructure such collaboration (E). 
But, let’s imagine an ideal world, and let’s think about a service, which would enable artisans to 
transition their heritage businesses to being digital contemporary businesses. That would involve a big 
leap (O). 
 
- A really obvious service strategy could be a joined up research strategy across universities and diverse 
sub-researches to be conducted. This may become a driver for that research agenda, supporting 
researchers across the East Midlands, but also nationally and internationally, anybody who wants to 
research Nottingham lace could draw on such a research plan. There is nothing like that already. As 
every research strategy, it may have a dissemination plan with it as well. Also, lots of research has 
been conducted, but it has not been connected with industry or practitioners, if not only disseminated 
through academic journals. In this regard, a service could be a platform for a global network of 
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researchers on lace. For example, Rebecca at the NTU Lace Archive is conducting, with Amanda 
Briggs-Goode, a 6 months research project aimed to gather material to apply for a bid and set up a 
bigger research on the history of Nottingham lace, involving other partners and stakeholders. There 
is also the possibility, beyond a Nottingham-based project, to be partnered with Calais (or other 
international hubs) to learn from all the work done there on the history of lace. This is already an 
intention (O). 
- Another obvious one is a joined up place marketing service, communicating the brand of Nottingham
(and Nottinghamshire). We do not have such a joined up service, and it could be very high-end. A
place-marketing organisation has already been set up, but it will start on 1st April, so it is still too early
to assess its outcomes (O).
- In terms of economic development, the Growth Hub’s job for the last year has been to pull together
all the support for the businesses across the city and county, including the creative and digital sectors.
They can support businesses through a help line, to sign post them to the right direction within their
network (without being responsible for the deliverable). A concern would be that artisans do not pro-
actively access such programmes. However, for example, the “Real Creative Futures” at the New Art
Exchange is a collaborative programme, which keeps filtering down; artisans would start from the
Growth Hub, and then would take their own directions. Some artisans (e.g. Cluny) have been self-
sustaining for so long that they do not rely on the support of any organisations. Some of the issues
they are raising already exist, but there is a mental barrier to access such services in the future. There
is an historical baggage of betraying (O).
- In the collaborative sphere, you could have networking events (A).
- In the individual sphere, you could have funding, spaces, mentoring, information, marketing support
(E).

Until now, there is Cluny has Lace Mechanics, a carpenter who knows how to handle the machines, 
but when he goes, there is nobody else to substitute him. There is a contradiction in what they say: 
we do not need more staff, but we need people who are skilled to handle our machinery. There is 
one issue related to skills and training, and another related to investment to buy new machines, 
digitalise the business and bring the product up-to-date. It is true; if we do not have lace that reflects 
contemporary society, then it becomes less and less relevant. The problem is that they claim to 
transition their businesses for modern times, but then they do not leave their factories for a day to 
have a discussion with other relevant stakeholders. They could reach young customers by creating a 
contemporary relevant product. There is a problem of communication. There needs to be someone 
organising a way to bring them all together (O). 
However, something disruptive is needed, like going to their factories and talking about their history 
being desolated, instead of just valuing what they are currently doing (O). 

- None of these services are going to benefit the artisans, but only a very structured bespoke tailored
engagement, which is on-going, talking to them about what they really specifically need to transform
their businesses in the next 30 years or so, and how that could be provided. It happens, for example
in schools, when setting up a new course, exploring people’s needs and wants, like a new learning
environment.
Actually, it is better starting with the three case studies that you already have. You could bring a
proposition back from this workshop to the artisans and share some of the most useful things we
discussed and ask what of these things really reflects where they really are in their businesses, and
what they would really need to achieve a sustainable future. This needs a very sensitive intermediary
person; otherwise they are not going to leave from their factories, because they are so busy. Actually,
if Cluny cares about the cultural and social heritage values and about finding skilled people, they need
to keep their employees working at the machines.  The stewards of the cultural and social values don’t
have to be there, but they can be elsewhere; it is about involving them anyway, very dialogically. Only
by asking them it is possible to understand what the best way is (i.e. more resonant to them) to design
a service (e.g. online or offline) (O).
There is the risk that if they do no longer make enough money, they will close down; eventually, they
would claim the reason was the lack of skills, while actually the problem was that they are not
modernising the business. This is where the economic development conversation has to happen.
Maybe when a new generation would take off the business, then they may digitalise. They went digital,
but they found the quality not as good, while they claim to keep their traditional quality (O).
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A researcher in residence could analyse the drawings, turn them into jacquard cards, turn the cards 
into a workable process, and work with them in the factory, understanding the whole process. The 
artisans would become co-researchers, because they know how the process works. It is co-production 
of knowledge. Testing whether it works or not, can happen only in the factory. This is a brilliant piece 
of research. And they would do it if it were funded. This is an opportunity for an AHRC bid. It has to 
be a small research project, easy and discreet, to be done on a 1:1 basis, with trusted people, at a very 
small scale, in the workplace, without asking them to meet many stakeholders. It is necessary to show 
them the benefits, showing them other successful cases (e.g. a similar experience done with a team of 
weavers in a mill in Scotland). It is also needed to trigger an ambitious question, a conversation about 
the gaps, the things they need to know and do in order to improve their businesses in the future, if 
you were to imagine keeping your tradition and quality, but you were to bring it into the modern 
times. You would construct this co-researcher in residence entirely upon what their businesses need. 
It is good to start with the heritage businesses to prevent them to close down due to the lack of skills, 
instead of working with emerging designers (O). 
 
What do you think the key issue for Hurt would be? They don’t have economic problems; their sales 
go well. The problem is that they do not see any problems, and continue selling to the royal family, 
but maybe at some point their products become no longer fashionable. Because they have done it for 
so long, they think this is the only way they can do it (O).  
For example, Cluny has always got commissions from big brands (e.g. Burberry), but they know that 
fashion trends change, and they won’t have such commissions for longer. On the other hand, they 
could establish collaborations with many other small local companies (e.g. Angela Vickers). They think 
that small buyers won’t affect their businesses, but in this way,  they risk of not being able to sustain 
large-scale productions, and also are vulnerable as reliant only on few big commissions. Instead, if they 
build collaborations with many local and small businesses (e.g. Hannah Waldron, Kula Tsurdiu, Angela 
Vickers…), they could set a more resilient business model. Also, they are proud of their business 
models, they fear of acknowledging and expressing their failures. There is a matter of sensitivity, to 
conduct ethnographic research and make their tacit knowledge emerge, instead of posing a direct 
question (R). 
You have 3 great businesses. For Hurt the issue is maintaining prestige, a very intangible issue. When 
they are no longer clustered as a luxury brand, the consequences may be catastrophic. That’s why you 
need diversification. But I do not know how you can have that conversation (O). 
This is a very well articulated service proposition, easy to start, but with a longer-term impact. It is a 
completely economic, but also pedagogic aim, which ties the two original strategies together. At the 
moment, there is not a supportive ecology, easy to navigate, understand and clearly communicate (O).  
It is probably about finding a lot of closed doors, and you start pushing those, until you give up looking 
for help and being independent. There is a dilemma for artisans in Nottingham, because the market is 
not here; they may manufacture here, but they sell outside (at least in London, and beyond) (A). 
 
6th activity (4h 19’ – 4h 42’) 
Q: To approach those people, what values and drivers can we share, out of all this conversation, to 
bind them altogether? 
A: Our community will share these key values: 
-   Trust (whether in a 1:1 basis or within a group; it is about trusting the group you are in. It is 
about building trust to approach the artisans); 
-   Co-creation (negotiation, relationship, empathy with one’s rhythm); 
-   Quality (strict control over the whole supply chain, from raw materials to finished craft 
products; e.g. Made In Nottingham is fine, but it is not a stamp, with certain criteria to satisfy and you 
apply for getting the stamp); 
-   Provenance (like in food production, a certificate of origin, in line with the British Wool 
Campaign, therefore commissioning researchers for setting local farms for supplying yarns locally, and 
controlling the whole supply chain until finishing, and translating it into language suitable to their 
mindset; e.g. Cumberland; Letsmakeithere.org; Sustainable Angle); 
-   Sustainability (longevity; as making businesses flourishing and prosperous); 
-   Modernity  
-   Awareness (respect the past and be wise about the future; make people amazed for their 
work; e.g. film “The Lace Makers” by Edward Jarvis). Educating people by creating a video that tells 
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and values the stories of Cluny and Hurt and putting it into a platform accessible to everybody in 
Nottingham and Nottinghamshire. The museum has it already (O). For example, Make Works is a 
company which is planning to make videos around England and Wales, replicating what they have done 
in Scotland (A). The lace archive material in NTU could be made into a video. In fact, people would 
pay to have guided tours to these factories, like in the Open Heritage Days (O); 
-   Pride (showing that they are valued and celebrating the stories of the thousands of people 
who made the machines, designed and made beautiful lace, challenging the current disappointment and 
re-creating engagement to Nottingham lace; e.g. Lace Here Now). 
 
Disruptively, you could get commitment from Cluny and Hurt to come to a Lace Hack Day, and get 
talented technologists, researchers, to share their time and expertise to help unlock their barriers to 
modernise. On their end, however, the artisanal businesses have to admit their issues. 20 people can 
envision the future of lace, made in high quality, to reassure the artisans. A trustable intermediary is 
key. However, do not propose the lace hack day straight away, but keep it for the future. It is good to 
get technologists see their machinery, validate their production. For example, the Nottingham City 
Council (although Cluny is in another county) could validate their machinery, with the soft excuse to 
assess the feasibility of an exhibition in the Castle. All this has to be very delicate and involve different 
people. It needs to be self-sustainable, fitting into their pace. You need to get your good piece of PhD 
research, while other long-term actions need to be delivered by other organisations (O). For this, the 
stakeholders’ map was very useful, and I hope I can build relationships with all of you (R). 
This workshop needs to be very well documented and the findings need to be articulated well. Maybe 
a reduced version (with our key thoughts, e.g. how much we value them, need them, and willing to 
help them in the future) can go back directly to them; and you can ask if they are interested in engaging 
in a future research strategy, instead of involving them into public events. The next step would be that 
artisans are the major stakeholders in the city and create partnerships and different levels of ownership 
(from manufacturers to customers) over the lace (O). 
It is also a matter of perpetuating their businesses in future family generations, or local people. Ilkeston 
has a good museum (O). 
 
Let’s share each other email contacts. I will meet the artisans and other stakeholders (Deborah Dean, 
Amanda Briggs-Goode, and Louise West). Finally, we will film some participants’ interviews to make a 
short documentary video. And fill feedback forms (R). 
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Appendix 3O: Participant Feedback Questionnaire ‘Co-designing a Sustainable 
Future for Nottingham Lace’ 
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Appendix 3P: Sample of Data Analysis of a Storytelling Session 
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Appendix 4A: Schedule of the Pilot Workshop ‘Service Design for Surface 
Designers’ 

 
 

 

 

Cape Peninsula University of Technology 
 

Service Design 
for Surface Designers  
 
3rd - 5th May 2016  /  9:30 - 16:00  /  Room 2.21 

WHY THIS WORKSHOP? 
The current economic crisis is building momentum for designers to challenge the 

linear take-make-waste model and explore sustainable strategies, services and 

systems. Within this arena, we are witnessing an upsurge of interest in 

artisanship, as a resilient response to the increasing demand for flexible, 

customised and redistributed manufacturing, reconnecting people to local 

material culture and reaching global markets. With this in mind, this workshop 

explores the role of design beyond its traditional assumption as a limited 

fragment of an extended value chain, toward s adopting a m ore holistic 
perspective, which implies understanding, envisioning, connecting, 

sense-making, storytelling.  

WHAT IS SERVICE DESIGN? 
Service design is the user-centred, strategic and systemic process of 

co-designing services, which are based on tangible touchpoints (e.g. digital 

and physical interactions) and intangible values (e.g. social and cultural 

contexts). In order to face the complex challenges of the current and future 

job market, this workshop aims to enhance service design thinking and apply 

surface design skills to envision a sustainable future, from a cultural, 

social, economic and environmental perspective. 

Follow this link to learn more about Service Design: 

https://www.youtube.com/watch?v=BeEUemtdoJQ 

WHAT WILL HAPPEN? 
Participants will gather in teams to co-design services in response to a 

proposed challenge. In a spirit of experimentation, innovation and 

co-operation, teams will have 3 days to develop and prototype new service 

solutions to a given brief. Teams must be present daily, and be on time. Tutors 

will be available to help the teams achieve their goals. At the end of the 

workshop, the new service design concepts will be pitched in inspiring and 

engaging ways to CPUT staff. 
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3rd MAY: 

● 09.30 - 10.00: Worksop Brief

● 10.00 - 12.30: Studio & Tutorials to Discover the Problem

● 12.30 - 13.00: Lunch Break

● 13.00 - 15.30: Studio & Tutorials to Define Design Directions

● 15.30 - 16.00: Symposium to Pitch Ideas

4th MAY: 

● 09.30 - 10.30: Introductory Lecture

● 10.30 - 12.30: Studio & Tutorials to Develop Design Concepts

● 12.30 - 13.00: Lunch Break

● 13.00 - 15.30: Studio & Tutorials to Develop Prototypes

● 15.30 - 16.00: Symposium to Pitch Concepts

5th MAY: 

● 09.30 - 12.00: Studio & Tutorials to Define Presentations

● 12.00 - 12.30: Lunch

● 12.30 - 14.00: Studio & Tutorials to Finalise Presentations

● 14.00 - 15.00: Final Presentations

WHAT TO BRING? 
The workshop is all about doing. Workshop materials (papers, post-its, markers, 

inspirational tools, etc) will be provided. However, participants are 

encouraged to bring their own laptops, smart phones (or digital cameras), 

notebooks, pencils and pens, and their own meal. Participants are also free to 

bring anything else that they think might be useful to get creative! 

WHO WILL FACILITATE THE WORKSHOP? 
Surface Design lecturers and Francesco Mazzarella, PhD researcher at 

Loughborough Design School (UK) explores how service design can contribute to 

transition textile artisans’ communities towards a sustainable future. 

Francesco is originally from Italy, however he prefers to be recognised as a 

citizen of the world. He combines his background in systemic thinking with his 

pro-active and curious mindset to shape his role of service designer interested 

in holistic sustainability and social innovation.  
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Appendix 4B: Sample of Participant Feedback Questionnaire for ‘Service 
Design for Surface Designers’ 
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Appendix 4C: Sample of Summary Sheet for Design Ethnography 

-  Meeting with artisanal businesses FabricNation (Jane Solomon) and Skinny LaMinx (Heather 
Moore and Pearl Thompson): both accepted to participate in the study; also, Township® has accepted 
via email to participate (yet not available in May). 
-  Meeting with retailers Fabricate (Leila Badsha) and Kin Shop (Chantal Louw): they gave a 
comprehensive economic understanding on local craft retail, including an interesting socio-cultural 
view on the local design system; 
-  Meeting with educators at the Cape Peninsula University of Technology – CPUT (Talita Weideman): 
piloting the study through a workshop with students in surface and fashion design, also to provide 
them with holistic understanding of how to apply their craft skills to set up their own micro enterprises; 
and Sustainability Institute, Stellenbosch (Marjorie Naidoo): confirmed scope of the intervention on 
artisanship, as a social motivator, focusing on South African expertise on community-centred design 
and building on previous experiences (e.g. ‘Make It New’ exhibition). 
-  Meeting with members of support organisations: Craft and Design Institute – CDI (Gillian 
Benjamin and Fran Stewart): the organisation is keen in supporting the study through an outlined plan: 
contextual interviews in April, workshops in May (hiring a venue at CDI); launch of the service 
prototype in June (‘Creative Exchange’ event at CDI on textiles to promote the outcomes of the study 
and get more people involved to sustain the service over time). Cape Town Fashion Council (Bryan 
Ramkilawan): keen in supporting the study by providing access to their database of contacts, as well 
as facilitation and promotion of the co-creation workshop. Social Fabric (Helen Andrews and Winnie 
Sze): current lack of top-down support and need for an enabling ecosystem providing artisanal 
businesses with open access information.  
 
Design challenge: 
The ethnographic scoping activity, conducted through participant observations and informal interviews 
with different stakeholders, led to discovering that Cape Town was a textile manufacturing cluster, 
but in the last 20 years production has been outsourced due to economic issues, and not many fabric 
manufacturers are still active locally. Therefore, textile artisans have to face the challenge of finding 
new supplies for their collections, but this has become a driver for screen- and block-printing on 
existing fabrics in order to differentiate their products over local and global competitions. 
Most of these fabrics are used for homeware, but also for apparel. 
 

Design opportunity: 
As outcome of the ethnographic scoping activity, it emerged that the main issue for local artisanal 
businesses is to find fabric manufacturers, as well as skilled CMT (Cut, Make & Trim), because this 
information is held and not shared. The notion of sharing knowledge is very strong in this context, and 
the people interviewed expressed their need to co-design an open access offline forum and online 
platform for sharing (e.g. under creative commons) information about manufacturers, CMTs, retailers, 
organisations, etc. Local stakeholders (e.g. Cape Craft Design Institute, Cape Town Fashion Council) 
expressed their willingness to support this idea, which however will be co-designed to be self-
sustaining even when the researcher leaves. In fact, since it emerged from a bottom-up need and will 
be co-designed through the engagement of participants since its inception, it is expected to be more 
likely that the system is going to be self-sustainable.  
 

Sample strategy: 

Once the context of the intervention was explored, the participants to involve in the main study were 
selected, seeking a small sample size, yet gathering rich and in-depth data, in line with the qualitative 
type of this research. Using a purposive sampling strategy and reflecting on the research objective of 
this participatory case study, the following sample strategy was outlined: a group of people who share 
a local textile artisanal background and are directly engaged in the economic activity of using fabric-
printing techniques to make small batches of authentic textiles and fashion products. 
A mixture of purposive and opportunity sampling was used for recruiting participants whose 
knowledge was judged relevant to this subject. This choice was informed by a scoping activity 
(encompassing desk research, personal visits to local artisanal retails and informal interviews), which 
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aided mapping the local textile landscape. Furthermore, personal visits (to assess whether the selected 
artisans really meet the selection criteria) and written expression of consensus (to take part in the 
study) preceded any form of actual engagement. 
With this in mind, the following artisans were selected, having in mind that not all of the 

invited artisans will be able to participate in the study: 

- Skinny LaMinx (http://skinnylaminx.com);
- FabricNation (www.fabricnation.co.za);
- Shine Shine (http://shineshine.co.za);
- Chu Suwannapha (suwannapha2805@gmail.com);
- Bbellamy and Bbellamy (http://www.bbellamyandbbellamy.com/);
- Zana (info@zanaproducts.co.za);
- Indigi Designs (info@indigidesigns.co.za);
- Lichen & Linen (cynthia@lichenandleaf.com);
- Tryanglez (https://web.facebook.com/tryanglezdezignz?_rdr);
- Adriaan Kuiters (http://www.adriaankuiters.com);
- Selfi (http://www.selfi.co.za);
- Township® (http://township.co.za);
- Philani (htts://philani.org.za).

Data collection and analysis: 
The storytelling phase will imply less engagement (e.g. one per two hours meeting) with more artisans 
(e.g. ten, as a starting point, and then setting the basis for the community to self-grow). Consequently, 
also the data analysis will look at identifying more practical information to feed the co-design of the 
service, and the data display will consist of one collective storytelling diary to set the basis of a sharing 
knowledge platform. The data collection will be informed by reflection on the 1st participatory case 
study and improved in response to a pilot to be conducted with textile design students at Cape 
Peninsula University of Technology (CPUT). Therefore, co-creation workshops will be conducted at 
the Cape Town Fashion Council involving the textile artisans participating in the storytelling and other 
multidisciplinary stakeholders. Finally, the initial findings will be presented at the Creative Exchange 
event organised with the Cape Craft Design Institute, which will serve as a prototype of a forum for 
sharing information and setting the strategy for the sustainability of the service-system. All in all, flexible 
planning and continuous self-reflection throughout the research will help tailoring the participatory 
case study to the objectives and needs of both the researcher and the participants.  
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Appendix 4D: Email Invitation to ‘Storytelling with Textile Artisans in Cape 
Town’ 

Dear…, 
My name is Francesco Mazzarella; I am a PhD researcher at Loughborough Design School (UK) and 
visiting scholar at CPUT to conduct 3 months of field research in Cape Town.  
 
Through my online searches, confirmed by recommendations from many stakeholders with whom I 
am collaborating, I believe your experience will be a valuable contribution to my research. With this 
in mind, I would like to invite you to participate in the study “Storytelling with Textile Artisans in Cape 
Town”. The study will consist of one interview (lasting no longer than 2 hours) through which I would 
like to learn more about your work practices and related routines. For this, I would like to visit you 
in your workspace, at a date and time that fit you best. 
 
I am attaching the participant information pack; however, please don’t hesitate to contact me 
to discuss any further details. 
 
Looking forward to hearing back from you, I send you my warmest regards.  
Francesco 
 
********** 
Francesco Mazzarella 
PhD Researcher in Service Design for Sustainability & Social Innovation 
 
Design Star | Sustainable Design Research Group 
Loughborough Design School, LDS.1.25 
Loughborough University, LE11 3TU 
skype: francesco.mazzarella10 
http://goo.gl/LlWDNY - https://goo.gl/KOjpES - https://goo.gl/aeWqqQ 
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Appendix 4E: Participant Information for ‘Storytelling with Textile Artisans in 
Cape Town’ 
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Appendix 4F: Sample Transcript of a Storytelling Session in Cape Town 

FM: How do you describe yourself and your business? 
HM: I am a self-taught designer, illustrator. Skinny LaMinx is a design business making products using 
textiles as well as other design-related products.  

FM: What drives you to pursue your textile artisanal business? 
What drives the business is enjoying the challenge of learning how to keep doing this. It started with 
me [Heather] wanting to design and make individual cushion covers to be sold online, and then 
suddenly I realised there was a business involved. When Pearl joined, it was the only two of us; we 
loved it because it was very challenging, because there were no other people involved. What is 
important is the creative side of the business, the design and the making, but also having involved a lot 
of other people, and being responsible for a lot of other people's lives and livelihood, and having 
created a space where everybody enjoys working, and everybody feels invested in it. It's a different 
side of the design, but everybody here loves the design as well; it is not about coming to the office, 
doing some work and then leaving again, but everybody is invested in the story and the business. We 
are proud, and we enjoy doing something that not everybody else could do. Pearl and I started working 
together and it just worked; only one person resigned after one week. We have found most of the 
people through word of mouth. At least half of our staff, especially the people in the shop, already 
loved the brand and the products before they came to work with us. The structure allows everybody 
to have her own role and get better and better over time. We give enough space for people to take 
ownership of what they do and take responsibility of the mistakes they would make; there is actually 
a growth path that is not necessarily there in every other business. It is not possible to be one-person 
enterprise, but we need the input of everybody; everything is necessary to make it a viable business. 
“Enjoyment is what's important” was our motto for one year; it was useful to make some decisions 
based on what we would enjoy or not.  

FM: What is the value proposition behind your artisanal business? 
HM: To some degree, it is party the story side of it, people love the designs, but when they understand 
the story, it adds a lot to the design. The whole Scandi design is now much more available than what 
it was a couple of years ago; at the same time, the design aesthetic has evolved, but people get really 
involved when they know the story behind a product, Heather's and our story, the design made in SA, 
and knowing our premises: this is definitely our value proposition, which has developed over time.  

FM: How many people do you work with, and what kind of collaborators are they? 
HM: Skinny LaMinx involves myself [Heather Moore] (designer), Pearl Thompson (business partner), 
3 ladies who sew (next door), one (in her late 40s) who cuts with her daughter (in her early 20s), as 
well as another lady Nadia (in her 90s) with her daughter (in her 50s) in the Bo Kaap in their home 
and their studio up the road; the daughter does all the sewing and her mother checks all the seams, 
trimming and ironing the products. Downstairs there is Janine who manages the shop, two people 
who look after the online shop, Melissa and Laura also look after the online shop, assist me with design 
and communication, then we have 2-3 people in the back office doing trade orders and production, 
and Sarah does the production management. Everybody is full time employees, but not necessarily full 
hours; it varies.  

FM: What factors have driven the formation of your collaborations? 
HM: Melissa was an intern who stayed; whenever there is a question, everybody goes to Melissa; she 
knows all the sides of the business. She has been here for 3 years. She has studied Textile Design at 
CPUT. Monica has also worked for long time here, Melinda since we opened the shop. We keep 
people; the biggest turnover we had was for people managing the shop; people have other jobs and 
apply here to get their job up and running, until they get to a point where they can do that on their 
own, and they move out.  

FM: What are the key features of your community? 
HM: Everybody has his/her own role, but also the space to grow; it is a democratic community; Pearl 
and me take every decision together. We have weekly meetings where everybody discusses things 
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together; we discuss what we have worked on. This is important for us, and that’s what we want. 
What describes our community is the collaboration element. 
 
FM: Where do you collaborate within your community? 
HM: Apart from the two ladies in the Bo Kaap, the studio in Bree Street is the place where everybody 
works. 
 
FM: Are you part of any digital community? 
HM: We use shared documents (Google Drive, Dropbox), a Whatsapp group (apart from Heather 
and Pearl) to communicate. We also communicate via email, to copy other people in. We use a 
planning app called todoist.com where you can add emails as a task to your list; it is from a company 
called Doist; it is very useful.  
We are part of the Fine Living District; it has just started from a shop just off Bree Street, Wild Olives, 
from a Romanian lady. It is a group of like-minded design shops, who contributed to put together a 
map distributed to Guesthouses, hotels, at the right level. We are part of a programme funded by the 
Dutch Government called CDI, which fosters import; the whole idea is to help the design side of the 
business, the marketing, and they find some trade shows.  
We are members of CDI; Pearl has attended a couple of events, and we gave a talk, but we are not 
very active. However, CDI supports more the businesses at the earlier stages. Even at the beginning, 
we did not make much use of CDI due to lack of time. We do not find any of these support structures 
much useful, not necessarily for us.  
 
FM: What is the geographical scale of your community? 
PT: We call us a ‘global micro brand’, a contemporary trend, which invests very local brands but with 
international outreach. Our business started weighted towards international sales; our local sales were 
very little until we opened the shop. We sell mostly into the USA, Australia (affected by the SA 
currency devaluation), Europe and UK are definitely growing; we have a couple of shops in Japan and 
in Korea, and there is recently an increased interest in Africa; we have stockists in Johannesburg.  
 
FM: How did you learn your textile practice? 
HM: I [Heather] studied English, Drama and Teaching. I have worked for 10 years in illustrations - 
self-taught - writing and art directing textbooks for the education industry and then I did a master on 
the subject. Then, after I did all my best contribution, I decided to change sector. For a long-term 
project, I did a lot of reading books, which sold very well (I received royalties for this) and gave me a 
bit of freedom to be economically viable and start Skinny LaMinx.  
 
FM: How long have you worked in this sector for? 
HM: I started the blog 10 years ago. I only started selling online in 2007. The shop is from 2012.  
 
FM: How much confidant do you consider yourself in this practice? 
PT: We are getting good at running the business. It is established, but it still needs new markets, 
marketing, improving efficiency, getting costs down (when you can; not by squeezing people, but by 
not wasting anything). All in all, we are an established business. The quality control role helps in terms 
of efficiency; it is very time consuming; everything is checked before it goes out. It has been 
implemented since the beginning; this is especially due to the fact that we are mostly shipping abroad, 
and it is expensive to get returns.  
One of the challenges is actually on the design side; Heather being able to launch a collection (we will 
launch the next one next week). However, 6 months ago we brought fabrics, scarves and in October 
we will launch the bespoke collection that we are developing together with Heath Ceramics. The 
business side has challenges, but also the creative side has. The business side has challenges in terms 
of growth at a rate, which is sustainable for us. But we have balanced with all of that; we have really 
rounded up. This in the end feeds into the business side of it.  
 
FM: How do you keep your skills up to date? 
HM: By travelling I receive insights, and I come up with a coherent and strong story to convey to 
people; actually, the design is quite quick.  



Appendices 

462 

PT: Heather is such a digital and social media person; lots of her experience is already international 
without leaving the studio; it is a social media network. We have lots of designers approaching us 
asking how we do the social media; now Melissa and Laura follow a calendar to feed the social media, 
but the actual love of it is something that you have it or not (as if you do not like writing, 
photographs...).  

FM: Which keywords could you use to define your own product identity?  
HM: Pearl and I have one (or a couple) of words every year to guide our work. This year we have 
generosity and gratitude; it is very useful to us, it helps our decision-making; I am really enjoying it; it 
makes you look for opportunities to inject on the business. The words reflect our own personal 
company journey. One year we had great growth, and it was all about money, set at the beginning; the 
next year we had efficiency because once you have grown, it is risky to become inefficient; this year 
we have generosity to reach out the place; we have achieved a lot, we are quite stable, and we can be 
thankful for what we have and give out, for example to Bree Street, to friends and neighbours, instead 
of being alone. It is all a reflection on the country; we need to make it work.  
The sentence which best describes our products is all about “mid-century style, Scandi-inspired, 
Japanese-crazed pattern & colour, with a dose of African chic thrown in for good measure”. I like the 
keyword chic.  

FM: What cultural values do your products convey? 
HM: The cultural values we convey are: Scandinavian, Japanese, and African. I always wanted to be 
Japanese when I was a kid, as my ideal place to visit; I love their care and attention within their special 
culture. My aunt's best friend was Swedish; they were children of a Swedish family grown in SA. But 
they lived in a home, which was completely Swedish, with pine trees, wild flowers, a house very 
different from any other, very clean; she had a loom at which she used to weave. At that time in SA 
all the houses were full of synthetics, and no care. That was very influential.  
3 words: mid-century, simplicity, chic.  

FM: To which extent do your products reflect a local aesthetic? 
HM: The first design was based on Cape art; I had never liked it, but then I thought to take and match 
it with my Scandinavian design; it was a complete mix of local and international aesthetic. I always react 
to what's around me, with my own aesthetic and sensibility.  

FM: To which extent do your products respond to international consumer tastes? 
HM: Sometimes customers recognise it as a foreign aesthetic, sometimes not. Local influences you 
don't know what they are, they are in you. This design was from a fence and a palm tree I saw while 
going through near the Gardens Centre.  

FM: How do you approach local textile traditions? And how do you innovate your practice? 
HM: I absorb the local aesthetic, which is just in me; there is not a technique. Every single minute, I 
look at things differently. It is a continuous process of absorption of what's around me. This is also the 
way to innovate all the time. Last year's collection came out of a technique, printing with linocuts 
rather than block printing; sometimes inspiration comes from a technique. I have learnt the traditional 
Indian block printing in India, but I learned lino block printing here in Cape Town because I was going 
to teach it.  

FM: What kind of yarns do you use? 
CMT: We use linen and cotton yarns. 
HM: The fibres are linen-cotton blends. I don't think there is 100% linen or 100% cotton. 

FM: Where do you get your material supplies? And what kind of fabrics do you use? 
CMT: The woven fabrics are bought from Cowie Trading (Da Gama).  
HM: Da Gama is the only mill in the Eastern Cape.  

FM: What kind of making tools do you use? 
CMT: We have 3 sewing machines; one cutting machine, an iron. Everybody is provided with her own 
machine.  
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We have our own work place; we enjoy it here.  
 
FM: What production phases do you manage? 
CMT: Heather buys the fabrics in rolls, makes the design, get it printed by Imaterial, we do the cut, 
make and trimming, we hand-clean the products and iron them.  
On a product already finished, in two people we do the quality control manually, we look if it is clean, 
if the zip works properly, etc. 
Everybody does everything; everybody irons her own products.  
FM: What type of products do you manufacture? 
CMT: We make aprons, cushion covers, tote bags, fabrics by meter, soft buckets, purses, napkins, tea 
towels, table runners, paper posters, scarves. 
 
FM: What end-of-life practices do you pursue? 
CMT: With the waste fabric we make small products, and we sell small swatches as DIY.  
 
FM: What type of packaging do you use? 
CMT: We do also the packaging here. The fabric by meter is wrapped into paper.  
 
FM: Hi, what is your role here? 
J: I make sure that everything in the shop looks perfect. I am a fashion designer. To a degree, I ensure 
that everything is pretty much the same, making every people involved; customer relationships are 
pretty much the same. I make sure the shop is in line with what we do online, consistent with our 
story and business.  
Besides this, I am working on a creative line for casualwear for cycling in the city; I cycle home, and I 
find there is a gap in the market. I am still working on the product development; I am still in an early 
stage. My partner is an artist and helps me with the idea generation. I outsource swwing, because I 
have no time; when I have an order, I like to get involved in pattern cutting, with the CMTs.  
 
M: I am here part time; I study at the CTCA in Woodstock (Cape Town Creative Academy).  
 
FM: How do you communicate your business? 
M: I work on marketing and social media; I make sure all the images we receive are ready to go online. 
We follow a weekly calendar. Heather and Melissa make the photos for the new collection, if it is not 
a room shoot. Heather knows what she wants in the photos.  
 
FM: What type of packaging do you use? 
S: The brown paper bags for packaging are printed inside; Melissa does the design; she does a bit of 
everything here.  
For online purchase, I wrap the product on tissue paper, I put a tag with a name hand-written on it, 
we insert a postcard, and these little colourful thank you cards, as a personal touch when they open a 
gift.  
 
FM: How many products do you manufacture monthly, on average? 
S: Malico does all the retail; Pearl may know what is the average amount of products per month.  
 
FM: What is the average range of price of your products? 
S: The range of products goes from R45 per paper card, to R595 per fabric meter. The cushion ranges 
from R395 to R455. The block printed scarves are R495 (they are big).  
For local, national and international sales there are different delivery fees.  
 
FM: Where do you sell your products? 
M: This is the only Skinny LaMinx shop, opened in 2012; then we have retailers around the country, 
and internationally.  
 
FM: How do you manage your business? 
M: Heather goes to Europe (Sweden and Denmark) to make connections with stockists. We have also 
a Rep, international, based in Sweden, Marrion. There is a big presence at Heath Ceramics in the USA.  
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We have a fabric Rep who deals with products in the Western Province, and communicates to the 
retailers.  

FM: How do you communicate your business? 
M: In terms of communication, we have the blog, Instagram, Facebook, Twitter, Pinterest, and weekly 
newsletter. We are also open for First Thursdays, until 8.00pm. We do promotion for new collection 
launches. We participated at the Open Streets, with the selfie studio, which we just did again at 
Decorex.  

FM: What is your main target customer? 
S: The main target customers are tourists, middle age women, interior designers and architects who 
are decorating a venue, not only private customers.  

M: Fine Living District gets distributed in hotels.  
Bree Street is a good location. 
3 people are involved in the quality control. Every tiny defeat needs to be fixed; defeated fabrics will 
be repurposed into smaller products, or sold as DIY, but there is hardly any waste. Or we sell in a 
second hand box. Last Saturday (before the new collection launch) we did 50% discount.  
We did a catalogue and an online launch, once a year. The new collection looks very fresh.  
I want Skinny to be in all the shops and restaurants nearby. There is the St Paul church across the 
road, and I would like they refurbish their chairs using our fabrics. In Bree Street people are 
collaborative. People are quite savvy with social media marketing.  
The calendar is designed by Melissa; she does a lot.  

HM: Skinny LaMinx is a nickname for my son's cat, which is called monkey, but is very skinny and is a 
real minx. The logo is Melissa's design.  
Many people would like to buy the calendar; it is quite expensive to produce, but if we made larger 
amounts, it could be cheaper, and it would fit with the paper products range.  

FM: How many products do you manufacture monthly, on average” 
PT: It is difficult to quantify production; it is easier to know how much we sell. 

FM: What are your main expenses” 
PT: The main expenses for production are fabric and printing. Then, the human labour (checking, 
packing...).  
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Appendix 4G: Sample of Feedback Questionnaire for ‘Storytelling with Textile 
Artisans in Cape Town’ 
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Appendix 4H: Sample Transcript of a Sensemaking Session in Cape Town 

Framing 
FM: What may a sustainable future look like for you? 
PT: On top of my head, I would say growing global sales and expanding our network, while maintaining 
this space here. 
We have also spoken about growing our production; this is not necessarily what we want, because it 
is not sustainable. 
HM: Partnering with others to work with, creating a network of like-minded micro businesses and 
grow our global sales. 
Doing design, without managing production. 
We want to keep design and production in South Africa (apart from a production line in the USA).  
PT: We work with Marrion in Europe on an individual bespoke (like the shop downstairs) micro scale. 
Branding, and not on massive scale.  
Following micro steps, sustainable small fit.  
HM: Maintaining enjoyment is a sustainable future.  
All in all, we would like to build and grow global sales by building and growing a network of like-minded 
people and businesses worldwide.  
Steady growth that allows us to maintain enjoyment.  
Stay local, grow global.  

What If… 
FM: What would happen to your business if such trends occurred? 
PT: Our business started with an entrepreneurial mindset already. This is essential, otherwise you are 
just sending your designs to someone else.  
Heather is a very collaborative designer; she can probably make 50 designs a year, but that would not 
make sense to us, because we wouldn't be able to produce them.  
Enabling ecosystem means for us our own system, what we can design, produce and sell. For me it is 
our business environment and our own capability. Innovation means collaborations with other 
businesses that allow us to design things in a different way. Bottom-up collaborations with peer 
businesses, beyond top-down organisations.  
Slow fashion is interesting to me. One problem we had entering the European market was that a lot 
of our competitors have designs as good as ours, but they produce in China and therefore their prices 
are more competitive than ours. This has been a problem for us in Europe, but it is changing. Marrion 
says that this is shifting; people are more interested in products that they can keep and have a story 
behind. We felt tempted to change our production and prices, but in the end we stick to our longevity 
philosophy that tell a story. Slow fashion means paying a bit more for products, which have a story to 
tell, last longer, are handmade and good quality. I do not think we need to make our products 
affordable to everybody; this is part of our strategy. 
HM: We are quite open to sharing, but you need a lot of trust, understanding each other, especially 
when you are setting up a business.  
Finding like-minded people is not easy (it has always been tricky), for bartering (with the cafe on the 
corner, we recover their furniture with our textiles, and we get an account). At Threadcount we were 
wiling to buy base cloth together, but we were all at different stages and we could not find a viable 
way to do it; however, this is a really good idea.  
In terms of CMTs, they are busy with us; I do not give out their contacts, because they are very difficult 
to find. It would be an amazing idea if there was a shared CMT hub, where designers can walk in and 
get their products done by a shared CMT team. But this cannot be just about opening a space (yet, as 
a cool contemporary environment and not with a cold factory feel); it needs to be an organisation 
checking quality. It would be much more valuable than anything else. Skills swap. Social media is a 
valuable commodity to cooperate (e.g. for our catalogue we approached four furniture designers that 
we covered with our fabrics, and in our catalogue,  we shared their stories in our media; they were 
very happy to help us and collaborate).  
Heath Nash is an enterprise very socially-orientated; we look for having a successful business, having 
a healthy environment to work with; it is not altruistic, but social from within our business, that work 
for ourselves. We run an ethical business, and this is our contribution to society; it is run by people 
for people and contributes to the local economy.  
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PT: Through repurposing waste into DIY, 2nd hand sales, donate to charity (our own staff), additional 
products, repair we are definitely part of the circular economy. A nice thing to do would be to ask 
people to bring their own old products in the shop and they could swop or could hack the products, 
like a swop shop (I like the swop idea, we live in a country, where this happens and does not need to 
be facilitated, and products are durable).  
HM: We do bespoke items in terms of size; we could do for colour, if it is really appealing ourselves. 
Janine has facilitated finding manufacturers, etc. She offers customer assistance or free design 
advice/consultation, especially on online sales (sending pictures about how to match our products). 
We are already doing things well, communicating well to customers (e.g. thank you card).  
We pursue local production and supply design to collaborators (e.g. in the USA, using organic cotton, 
screen printed).  
 
Ideas Generation 
FM: Now let’s generate some ideas. 
HM: Open database (with Sindiso Kumalo) 
Improve storytelling, to make the story within our blog more accessible and immediate to new visitors.  
Co-creation, collaboration. 
Partnerships with social enterprises and empowerment (e.g. See Saw Do, going in boring environments 
and donate fabrics to schools over the summer to decorate the school in a better way).  
Limited releases of one offs (storytelling). 
I took photos of spoons in my kitchen; someone else in San Francisco, through social media, liked my 
spoons. I took my and their spoons and made the design 'borrowed spoons', and I donated some of 
the earning to the feeding scheme (storytelling is a strong motivator to engage other people).  
I have done skills teaching in India and Portugal, but I do not want to spend my weekends teaching (it 
is not my thing); I would rather make things. Open studios would make sense in a making environment, 
not here where there is also admin and other jobs; that's not an opportunity for us. Also, through 
social media, people already get to know about our studio.  
The younger generation is not interested in learning CMT skills. The old ladies know how to CMT 
because they were employed in local industries, but once the industry fell apart, they are losing their 
skills because they are not applying them anymore. Also, working from home is difficult to check 
standard quality. Creating this environment was better for us and for them. Before starting this space, 
we had a huge amount of waste (quality issues in our fabrics). Mapping CMT, sharing the info, and 
creating and open space would be a perfect project for CDI. Quality control should be a centralised 
part of the service. 
A centralised agency could help you in the production management, built into the price per item 
(including a service package, for the artisan to choose from). 
Bottom-up peer-to-peer collaborations between businesses. However, there are issues of managing 
interpersonal dynamics, and drivers for sustaining initiatives. Competitive attitudes between 
businesses.  
Physical forum for sharing experiences. However, organisation of events is sometimes unreliable.  
The whole fair trade certifications is not something we have chosen to do, because we are too small 
and it is not worthwhile. In fact, customers do not need to see a logo, but everything is already locally 
and human controlled, with not much environmental harm, and the customers are rather interested 
in the personal story behind the products.  
Water based inks, and natural and local fibres (Hemporium is great, but for the type of production we 
do is too expensive, and supplies are not constant all the time; we cannot wait for a fabric to arrive). 
In fashion (e.g. The Joinery), it would work because people pay more. This is not applicable neither to 
furniture, because the prices of fabrics are already at the border of our price range. This organic cotton 
is much thinner (good for apparel but not for furniture); it is produced in China. These scarves are 
made of organic cotton and printed with traditional techniques and natural dies; they are expensive 
for local customers, although they are very valuable. 
Cow Blue Girls is an interesting person for you to talk to. 
 
Feedback 
The vision for the future is a good question.  
Thank you for creating our visions.  
This put us on the spot.  
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The vision is this thing that exist, but you don't know what it means. While, yours is a good way of 
asking it: how do you want to do it, what is possible (i.e. sustainable).  
Your materials are very good!  
You are so good in drawing this so quickly, in a second language.  
Economic is the base route for artisanal businesses; economics makes us more sustainable than we 
would normally be. We want to save money on resources, and therefore we tend not to waste 
resources (e.g. creating additional products out of off cuts).  Sustainability does not mean endless 
growth, but a system that works.  
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Appendix 4I: Invitation Card for the Co-Creation Workshop ‘Crafting 
Sustainable Futures’ 
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Appendix 4J: Schedule of the Workshop ‘Crafting Sustainable Futures’ 

Objective Phase Method Schedule 

To define the 
design direction 

Introduction 

I introduce the study and share some 
findings of the storytelling stage 
(artisans' visions for the future) + ice-
breaking exercise. 

10.00-10.15 

Understanding 
artisans’ visions for the 
future 

All together, brainstorm around the 
artisans' visions for the future, and 
identify the key challenges and 
opportunities to achieve a sustainable 
future. 

10.15-10.45 

Brainstorming future 
design directions 

All together, based on the opportunity 
areas mapped before, brainstorm 
around the design direction that Cape 
Town textile artisans could follow to 
achieve a sustainable future. Pitch your 
idea, providing the title of the designed 
future direction, a brief description, and 
a representation of 'what it is all about'. 

10.45-11.35 

Break Lunch 11.35-12.05 

To co-design a 
collaborative 
service 

Mapping target 
stakeholders 

In groups, map the target stakeholders 
(and their skills, motivations, benefits) to 
support the future direction, and 
prioritise among them according to their 
impact level. 

12.05-12.35 

Sketching a 
collaborative service 

In groups, identify your main 
stakeholders, and draw their 
experiences. For each action, identify 
the stakeholders' needs, and design 
service features to fulfil them. 

12.35-13.20 

Break Light refreshment, toilet 13.20-13.30 

Drawing a Social 
Business Model 
Canvas 

In groups, draw a social business model 
canvas, defining the service 
implementation, value proposition, 
market segment and financial flows. 

12.35-13.20 

Outlining a 
sustainability 
manifesto 

All together, reflect and outline the key 
values that your community will share 
and use to assess the sustainability of the 
service. 

14.30-14.50 

To analyse the 
data collected 

Wrap up Quick feedback and refreshment 14.50-15.00 

Analysis Transcript audio, thematic analysis, 
write up 

31-05/2016
- 8/06/2016
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Appendix 4K: Transcript of Audio Recorded at the Co-creation Workshop 
‘Crafting Sustainable Futures’ 

Ice-Breaking  
Ethia, on behalf of Township®, wants to start her own business. She does crochet and embroidery for 
Township®.  
Jane, at Fabricnation, does design and outsources printing.  
Pearl, from Skinny LaMinx, focuses on designs for homeware. They used to screen-print; design 
inspirations are Scandi and Japanese. 
Natalie, from Indigi Designs, prints on fabrics and furniture applications (wood and metal). She came 
with her intern.  
Andrea, from Andrea Brand, prints on homeware and accessories. She comes from an art background, 
and wants to make it accessible, exploring ways to bring art in business spaces. She uses art therapy, 
to explore how colour enhances the environment, and uses it in designs. She is interested in 
collaboration and sustainability. She has started collaborating with a friend of hers to make a sustainable 
form of NGO; it's in the beginning stage, and it's exciting to know what others are doing.  
Philippa works for Hemporium, which imports hemp organic cotton. For 10 years, the company has 
manufactured over 2000 products now, accessories, and different products. Now it is focusing on new 
designs. Hemporium would like to create a platform for designers to work with its fabrics, because 
the company is quite complicated. Hopefully one day they will produce fabrics locally. 
 
Making sense of sustainable futures 
Everything makes perfect sense.  
It is interesting discussing what the word sustainable means in this context.  
For me, it does not refer to cash necessarily, but to a future that keeps me stimulated as a designer 
and artist.  
For me, sustainable lies at an environmental level, as slow fashion. Now I am finding a channel for it. 
Sustainable is about cutting down resources.  
For me it is stimulating myself being happy, empowering people to sustain themselves, economically, 
especially craftswomen. A big problem is skills; education systems do not take arts and craft seriously 
and children are not taught craft seriously. Young children do not want to become artists, but just be 
rich. I agree with you.  
The contribution of textile artisans to a sustainable future lies in the economic growth of the country. 
For me it is important also to transfer the skills. Also, resources; find a space where resources are 
shared, transfer skills, and sustain the future, for another generation.  
Having a shared CMT hub would be amazing!  
Sustainability is challenging at all levels; I ask myself all the time if what I am doing is not in insulation, 
but something bigger, within the community, and eventually the world. Getting away from this 
individual way of thinking and sustain a bigger question than me. What effect it has. The challenge is to 
think in a bigger scope, and what it means. How it can benefit other people, my community. It is 
interesting to think differently in production. 
Sustainability is connected to be responsible, to the world, how your creation shapes the world around 
you.  
And also, that you are not creating unfair practices, waste, bad relationships between businesses and 
clients.  
It is difficult because often when you run a business you look for the cheapest possible way to do 
things, and it is difficult to meet health requirements, etc. When there are no other options (e.g. to 
print) it is difficult. If people get together, you make a force, an agency of textile artisans, to change 
other businesses that are not practicing in a sustainable way.  
It is also tough in an economic way in SA.  
For me, it is almost an oxymoron in this capitalistic system in which we are stuck. You have to make 
money, but in the end of day, can capitalism ever be sustainable? It is about shaping a new system.  
When you like your clients, it is reassuring, if you attract like-minded people (customers and clients) 
it becomes a bubble.  
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Hemporium has always offered support to designers, being transparent about printers, CMTs, to help 
them. As a company we are on the right track. Sustainability is a big theme in our strategy. We have 
grown and needed to become more capitalistic. There are people who want to collaborate and help, 
when they can.  
At a point, you step back and think about the impact you have on people, planet, and try to have a 
profitable business. You often do not think about scaling; if you get a big order, what happens to waste? 
What people will you employ? Etc. You have to think at different ways.  
We do not use the word sustainable much at Skinny LaMinx. Our business grows very organically; this 
is a sustainable way, slow, from a business perspective. Slow leads to a more sustainable business. 

My name is Vheke, I do block printing on textiles, within Vheke Studio Fabrics. 

Challenges 
Skills are not taught from young age (education).  
We sometimes create bad impact (compromising quality, waste, bad relationships). 
We cannot push boundaries, being stuck in a capitalistic system. 
Scaling is challenging, as well as finding markets for your products. 
Exporting was easier than now (our products are quite expensive to export); shipping expenses are 
high; we pay the same for shipping than for the product itself; we would like a collaborative distribution 
channel shared with other designers; I have not found a good export currier yet; I will find the info in 
an email).  
Local production is not cheap because we try to practice fair employment (compared to China; this is 
not a bad thing though).  
There is lack of government support; once factories close down, it is difficult to start again. The 
government has encouraged importing from China. It is a matter of politics.  
Local people cannot afford our prices, but also do not understand why the products are better, they 
do not appreciate them; however, in the last 5 years, there is a massive improvement, and artisanal 
products are a massive trend; they are still niche, but it is improving a lot.  
Retailers have too high mark-ups. 
There is an issue of production line; outsourcing production leads to lack of constant, sustainable, 
quality sources of fabrics (e.g. silk, linen, cotton). 
It is also a matter of language and shared understanding. 
The Fashion Week in SA is not an effective platform. 
CTFC supports marketing but not actually manufacturing and how this relates to sales. 
People are taught skills but then they are abandoned. 
Most trade shows are not affordable for small businesses. 

Opportunities 
Sustainability is an opportunity to keep you stimulated, to cut down the use of resources, by sharing 
resources, skills (CMT), contributing to the economic growth of the country, collaborating with the 
community.  
It is important to reflect on your own practice, and create collaborations with your community, being 
responsible at every level, being away from isolation and making an agency for change. 
Providing transparent information to other designers. 
Aiming to a balance of people, profit, and planet.  
We would like an export system with central distribution (Cynthia won a competition).  
Beyond export, I hope I get more local people to buy my products; I think people can afford; 
storytelling and feeling the products help consumers understand the value, become engaged; it is about 
education, information.  
The maker is as important as the product, and people want to connect to the product, understand 
and buy it. 
We need to showcase the potential of emerging design talents. 
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Reframing the challenge 
Compared to other countries, here we have massive inequalities; it is a minority who can afford it, it 
is a small market that can afford a cushion cover. We are a luxury sector; it is not about meeting basic 
needs. Should not sustainability in essence be all about meeting basic needs? Having beautiful things is 
a basic need too; as humans, it is a need. We could buy on a sustainable basis.  
Educating people about skills is about sustainability, to make people to rise economically and then be 
able to buy beautiful products. It is about meeting basic needs first, but then craft can create local jobs.  
Also, cultural heritage cannot be lost; craft needs to be passed on. Cultural sustainability is important, 
and in Africa it is about many cultures, so government and education should support that. In the local 
market this is a blank statement. The local market is not appreciative of the cultural craft skills 
practiced in a country; visitors can appreciate it, but locals have seen it so much that cannot appreciate 
it.  
It is about raising craft to a higher level from vernacular craft. We have not craft built into our learning, 
from primary schools. More and more, especially in CT, recently there are too many creatives and 
not enough clients. We should support each other more; I try to buy other local artisans' products, 
and not mass-produced ones. It is also our responsibility to support each other.  
Peer to peer support requires a lot of effort. CDI is also struggling with funding to offer to local 
artisans (e.g. for trade shows). 
There is a crisis, there are a lot of white women, but where are the people? The rest of black people 
have not the basic skills that everybody needs to have to bring them at the same level. We are 
privileged. We need to bring others up. Over the years, I have worked in a lot of community projects 
around craft; but even if they can go to a training course and learn the skills, they have no water, 
access to internet, infrastructure, and they have no chance to set up a business. People have no 
resources to get to the city. It is difficult to volunteer, but if we, as a group, mentor somebody else, 
we could contribute to a change. There is a massive disparity. It is difficult to reach these people, but 
if you train one person for each business, then you are making a difference; it is a slow way of change.  
I had a black girl, I trained her, I gave her management position, access to cash flow and machinery. I 
was growing her, but then she ended up taking my customers and making her own business. Yes, we 
need to uplift people, but then it leaves a sour taste in your mouth and I won't do it again. I need to 
protect myself. It is difficult when you try to give this opportunity, but then you get disappointed.  
On the other hand, there is a positive aspect of it, you create employment, and you are feeding more 
customers than you would do. Maybe one day she would thank you even, because you gave her  work; 
there is nothing worse than sitting around without a job. We can allow people to explore their skills. 
I cannot employ anyone.  
From a manufacturing point of view, it is very difficult to find skilled labour to make the products to 
the level you want. It takes months or years; it is difficult. But, I guess that if we train others to grow, 
they would not be happy to stay there, they need to leave.  
Our packer is taught now to cut, and then to sew, and will teach others his skills;   
It is a bit of a mess. If we train other people, it is not a problem, since artisanal colleges are getting 
closed.  
We are writing history, can something be centralised? And who would create that? A centralised forum 
where something can grow from? As a group within the sector we would have a voice.  
Another problem is that to enter a sector you need access to capital; lots of opportunities that come 
through the government need tax certificate; hence, the idea of the informal economy; more and more 
businesses are outside the formal economy, and this applies to everything in SA.  
The problem is also how people get to know about available opportunities. CDI has the rural outreach 
programme. There is SEDA (Small Enterprise Development Agency), DTI (Department of Trade and 
Industry), but they are pretty hopeless. You need a tax certificate. So, it is quite exclusionary.  
 
[I almost forgot you were there in the corner writing up things for us].  
 
(0.50) The next step would be to move forward. What direction would you follow to achieve the 
sustainable future we have discussed? 
 
Who is the problem for? 
Black people to reach out, white woman, unemployed people, organisations (DTI, SEDA), coops and 
social enterprises,  
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What sociocultural factors shape the problem? 
Segregation black-white, informal economy, access to resources and capital, legal issues (tax 
certificate), infrastructure and access to training, huge lack of trust (in the government, between 
cultures, with our peer industries therefore we do not want to share information, with CMTs), 
desperation in the country, sense of lack (of clients, etc.), chasing money, lack of support at a bigger 
level, closing down of factories by the government (creating unemployment), getting local people more 
interested in artisanal products. 
This is a small sector and very competitive (the challenge is to pass on the information which has taken 
so long to build. There is more access to making, but less formal employment (and ex CPUT students 
start up their own businesses). In a competitive world keeping information and not sharing is over. 
Digital printing creates unemployment, plus there is something nice about old craft kinds of printing 
(e.g. screen printing or rotary printing from 1850). The local market does not understand houte couture. 
Historically, we have an insular mindset with boundaries; I do business starting from what I know and 
see every day (as other black people would do). There is also an issue of currency devaluation. 
 
How are you trying to address the problem? 
Setting quality standards, centralised forum for support, rural outreach programme (CDI), 
communicating what the opportunities are, building trust relationships transparency and 
professionalism, teaching skills (also within the business).  
This is a systemic change/question, which is very important for SA nowadays and that Francesco has 
at the heart of his PhD: everything is connected; governmental bodies are not cooperating and 
therefore grassroots initiatives are growing. There is an opportunity for organic growth, starting from 
grassroots initiatives of people recreating the sector, without top-down, which may come slow. 
There is an opportunity for teaching skills. 
Get Stuff Done is an organisation helping you with anything you need in your business. 
Cynthia wants to build a community of like-minded people and get to know the makers behind the 
products - useful for retail - to be put into an online forum/blog (e.g. map specific) which can grow 
(local and fabric specific, beyond Etsy which is overpopulated). It can become an open access database 
(with filtering keywords, map-specific, classified in categories), collective to share information (about 
fabric supplies, etc.). 
To overcome the loss of appeal of Design Indaba, there is the need to investigate international textiles 
show (with lectures on sustainability, etc.) and participate as a CT collective (e.g. Heimtextiles in 
Germany, Textworld USA in New York), with a spoke person/agent/international representative for 
marketing overseas to establish a market abroad, a body supporting small artisanal businesses (instead 
of everybody facing the same challenges).  
There must be a driver - a professional person - with regular meetings to set a consistent strategy 
behind it, otherwise ideas are not sustained.  
We could have open studios with sales, informal events for conversations and collaborations. 
Grouping together could allow us to share manufacturers and printers as well as fight together for 
setting health and safety, quality standards, as a critical mass, sharing transparent information 
throughout the supply chain, ethically labelling products, collaboratively setting standards, making 
information accessible - technology-aided (e.g. Art Department group), archived documentation 
(against Facebook where information gets lost), being proactive instead of waiting for top-down 
support.  
We could pursue mentorships, encourage printers to allow for small runs, setting a good service 
experience with manufacturers throughout the supply chain (in terms of systems, structures), through 
a shared production management, setting 10% tolerance for production quality.  
Grouping could allow us to set fair retail mark-ups, changing mindset, fair pricing, taking a bottom-up 
action (without waiting for grants to come).  
We could submit a research proposal to CDI for setting a project - with a multi-skilled research team 
- working on it, starting locally (because the rand is weak, local people will restart buying locally), 
bridging the gap of people not having skills and afterwards transferring business knowledge. 
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Why is it worth investing there (what evidence do you have)?  
To create local jobs, be responsible and have a voice. Artisanal colleges are closing (and craft skills are 
not being passed on). There is a fabric crisis (due to the closure of fabric manufacturers), loss of 
curatorial and closure of Design Indaba Expo (as good design show to launch artisanal products). There 
is something big that is going to happen: small and emerging businesses are making products out of 
local sustainable supplies (e.g. Hemporium is shifting from making products to making materials), raising 
interest in sustainability. However, people label products without much transparency; instead, there is 
the need for a certificate Made in SA, or ethically and sustainably. Everybody has his/her own signature 
and we do not have to keep the information; there are issues of copy and IP. We need time for 
developing new ways of printing; the current supply chain will shift into something else, so far we are 
stuck with what we have here.  
 
Cynthia mentioned a woman in Muizenberg with a textile shop and focus on community development, 
interested in organising some kind of coop for training.  
 
In the UK, the UKFT organisation has developed letsmakeithere.com, an open access database map-
specific.  
 
We from Threadcount (Skinny LaMinx, Fabricnation, Lula Fabrics, Shine Shine, Twine), at the time of 
a fabric crisis, were meeting to discuss where to find fabrics. 
 
Future Fabrics Expo by The Sustainable Angle.  
Pinatex by Ananas-Anam.  
MERGE ZA by Selfi and her collective.  
 
How can we state your future direction (title, description, representation)? 
Creating a supportive forum/community to grown the textile artisan economy in SA (and it has 
amazingly grown, it is so refreshing to see), a body that could work individually and also collectively at 
the same time, as a sustainable system, both locally and globally.  
There needs to be a driver to arrange regular meetings and set a consistent strategy for the 
sustainability of the service.  
There needs to be a professional person, paid (through membership fee). 
We should start individually and let it grow organically, through networking with like-minded people.  
We do not like the word system; forum leads to no decision and no driving; platform is better.  
People are open to share, there is no lack of trust, but it is important that everyone choose what to 
share, being realistic about the product signature, and creative in drawing inspirations and making 
things different. 
 
#OurFutureStrategy 
Title: enabling organic growth 
Description: a platform to sustain CT textile artisans to grow locally and globally. 
Representation: middle-bottom-up (individual interactions, also supported by top-down), it needs a 
driver and commitment (we don't know yet who that is), with trust relationships and professionalism 
as overarching values.  
A centralised driver (as a support system) would inform a middle-bottom-up strategy which starts 
with individual actions in synergy with top-down support, through collaborative actions (eventually, 
technology-aided) towards a systemic change, based on trustable and reliable relationships. 
 
[You write our ideas very well, very quickly, in your second language, filtering our keywords very well]. 
 
I will share these data with everybody. 
 
It is great, really interesting to be able to think about what you do, in a bigger picture.  
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I [Ethia] find this focused on the people who have started their businesses, but for me, being about to 
start my own business, it is useful to hear the challenges of other businesses. The business I would like 
to start is about jewellery making using copper wire and beading. For one year that I have been with 
Township®, I know they are looking for more people to train in crochet and embroidery.  
I can do embroidery for Cynthia (let’s exchange contact details); I have done a t-shirt with embroidery 
for another business, which is looking for more products I can work on. I will do embroidery on other 
people's products (as an embroidery service). That will be aside from Township®, because I am not 
allowed to work extra hours within the business. Township® is a social enterprise working with 7 
coops and lots of women, making their own products, with patterns designed by French students and 
printed on fabrics and made into fashion accessories, decorated with crochet done by Ethia and 
Anelisa.  

Everybody agreed on the same strategy and we will carry on within one single group. 

What stakeholders could support the designed direction? 
Let's map out the co-managers (drivers), co-producers (providing the services), co-consumers (using 
the services).  

Co-managers: 
If we get a grant from CDI or crowdfunding, I [Cynthia] would be that driver, as paid work, supported 
by an interested researcher tech savvy (as helper). We need to drive it, be pioneers of something that 
does not exist yet. I [Cynthia] will start that blog on a zero budget and I am welcome to come around 
other artisans' studios and take photos etc. It seems like the opportunity came around for doing a 
coordination activity. I [Cynthia] am very new in this (I studied arts), but would love to do that; I am 
always willing to take on lots of extra responsibilities. We need a place (e.g. a FB page) to get started 
and have the conversation on-going.  
Quarterly meetings. 

Co-producers: 
I [Andrea] will showcase other artisans in my shop. 
Cynthia's blog featuring others (making it as inclusive as possible, and making it grow organically).  
Other textile/fashion artisans (yet to join) 
Social enterprises/organisations for skills training workshops 
Platform 8 (in Salt River).  
I [Francesco] will create a group email and database of people within the CT textile supply chain (fibres, 
yarns, fabrics - Cowie Trading, Hemporium -, dyes, textile/fashion artisans, printers - Art Lab, Imaterial 
-, fringe sectors, retailers, trade shows, support organisations, potential employees), then Cynthia will 
visit everybody in the list (through human chain of friends).  
Funding bodies. 
Speakers at meetings (e.g. about copyright). 
Retailers (e.g. Shop Star, Shopify, KinShop) - Watershed, Old Biscuit Mill, Fabricate - and eventually 
our own future pop up shop (e.g. in Khayelitsha). 
Venues for group shops. 
International textiles trade shows (100% Textiles). 
CDI (or ask for someone else with the capacity to implement this idea). 
Support organisations (CTFC, SAFC, Clotex, DTI, SEDA, Green Cape, CSIR - Council for Scientific 
and Industrial Research). 
Corporate funding (e.g. PicknPay). 
Crowdfunding. 
OpenTextBook4Africa (open data in SA by Kelsey Wiens). 
CPUT Surface & Fashion Design (list of potential interns or briefs for student projects, for future 
employment of the students) - BHC (Interior Design). 
CPUT Belville Technology Station.   

Co-consumers: 
Textile artisans (who access other people); 
Suppliers (who access ourselves); 
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Consumers (who buys our products); 
Potential employees. 
 
Discussion 
Sharing information to Francesco (seen as outsider and not competitor) worked, but not within local 
people. Cynthia is motivated to give it a try anyway; it is about breaking the boundaries.  
I [Francesco] had to focus on textiles, but the collective can grow organically according to their needs. 
To be able to apply for funding you need to be an NGO and it is a whole bureaucratic process, and it 
is a time killer.  
I like this approach of crowdfunding, because starting a new initiative by being reliant on something 
else (e.g. grants) is an ideas killer. Being innovative as we are puts us in a more self-sustainable situation. 
Sign participation informed consent forms. 
It takes 3sh foundation years to set up.  
It is better to invest on long-lasting relationships grounded on good values, with everybody behind us, 
from top to bottom. 
It is required a conscious effort, and then let it grow organically through a ripple effect 
 
All the interviews I [Francesco] have done will be shared. I [Francesco] can set up a Facebook page.  
Andrea is willing to keep in mind any useful info others would like to get (within 4 weeks, shared via 
email) to bring with her to Textworld in New Work in September. The other idea is to showcase 
other artisans in Andrea Brand shop, as a public voice.  
 
Shop Star is a local platform for collective online shop (without hiring a web designer); it is a local 
version of Shopify. You have to make an account, and you easily find other shops. It is good for people 
with less than 10 products. Indigi Designs pays R700/month, but it has 200 products, and Shop Star is 
not a good match. Shop Star is easy and good to star, but not good (it actually becomes more costly) 
when you grow, while you could have a good custom website.  
 
(1.01) What service features could encourage your main stakeholders towards the future 
direction? 
Stakeholders: ourselves 
 
Steps: setting up a database / finding an admin person for maintaining the database populated / quarterly 
meetings / group exhibition & sales & (peer-to-peer) talks / annual general meeting (AGM) to review 
the strategy 
Need: having a Gmail account, being inclusive and accessible, print it out and deliver it at meetings, 
sharing, classifying and archiving information / need to motivate that person / sharing our own premises 
to the group to set a theme for the next public-facing event, informally sharing experiences / collective 
stand, advertising at The Bank to the public, sales, talks / review the strategy. 
Touchpoints: Google Drive, database-app / opening a position for CPUT students to do internship, 
artisans' profiles (photos and links to websites), social media with #ConnectingThreads / open studios, 
light refreshment / stand at Black Film Festival, sales transactions. 
 
Can you please clarify what you actually want from us in this activity? 
Students from CPUT are willing to do such an apprenticeship, to get an amazing network of contacts. 
Students are often intimidated that businesses would steal their ideas (it should be the other way 
around), but we are contributing to break this idea and bridge the gap.  
Thank you very much and keep in touch! 
 
Keep the boundary within the textile sector, at least to start. 
 
(1.42) How might your service offering be implemented? 
Value proposition: information shared within a community and increased visibility for textile artisans 
as a collective, bridging textile artisans with related businesses (retailers, suppliers) and University 
students, contributing to local economic development through job creation and nurturing craft skills.  
Partners: ourselves as a collective, Francesco as facilitator, CPUT, CDI, retailers, customers, local 
community of consumers, CPUT textiles and technology station (the problem is that it is far in Belville). 
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Sales & Marketing: blog, social media, word of mouth, activism campaign (#WeavingThreads), 
Delivery: meetings, exhibition/sales, international trades, internships (the University is interested in 
supporting the community to raise its profile). 
Competitors: government, pursuit magazine (SA textiles and fashion database, but it is not much active 
or known). 
Revenue: not-for-profit organisation; this relates to the service of a not-for-profit organisation and not 
to increase necessarily individual sales. 
Cost (to be assessed): crowdfunded by the students and from businesses, plus CDI funding. 

This is intense and requires a lot of brain and we are not ready for it; we can try and do it quickly all 
together.  

(1:57) What values will your service model embrace?  
(It is a reflection around what we have discussed so far; let's anchor the service to some values) 
Mutual respect, trust and building good relationships;  
Openness to sharing; 
Allowing for diversity and freedom for expression (individuality within the group); 
Flourishing community assets; 
Embodied meaning (honouring textile heritage); 
Slowly weaving the threads, discovering new routes, not directional (without forcing it into an 
envisaged outcome); 
Horizontal collaboration; 
Self-sustainable supporting web (metaphor of a web that the group is holding, an exercise where you 
hold all the strings and then you throw it to someone else, and you build a network); 
Responsibility, transparency, ethics (labelling things properly); 
Making it inclusive. (2.09.58 - 2.10.30 / 2.12.12-2.12.19) 

Discussion 
For me this is an anchor that we can create from. We are getting poetic now.  
CPUT creates an inspirational platform for businesses. 
Individuality is something people are quite precious about.  
We should take a group photo while holding this manifesto. 
Very good time keeping Francesco! 
Thanks Francesco very much for this day.  
I [Francesco] have a thank you card for each of you for being part of this amazing day. I will send the 
group email, with the presentation and all the workshop outcomes. 
I thought the feedback form was only multiple choices; my brain is exhausted now. 
What was the social business model canvas? 

Feedback 
Jane: It is nice to gather together; I often feel isolated, but coming together I feel optimistic about our 
future growth. The expectation is that something will happen; often workshops are personally specific 
to someone driving them; but today there were quite enough people passionate about it, and I would 
like to have more people to get more inputs.  
Micah: I always struggle to get in touch with industry; but today I realised their willingness to create a 
platform for collaboration. Now today I can see all the possibilities for the students.  
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Appendix 4L: Sample of Participant Feedback for ‘Crafting Sustainable Futures’ 
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Appendix 4M: Invitation Card for ‘Weaving the Threads’ 
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Appendix 4N: Schedule of Roundtable Discussion ‘Weaving the Threads’ 

Objective Phase Method Schedule 
To guarantee an effective 
event Set up Registration process and setting up the 

roundtable 5.00-5.15 

To showcase and make 
sense of the outcomes of the 
study 

Introduction 
I introduce the findings of the study 
(storytelling photo-diaries, visions for the 
future, service proposition) 

5.15-5.30 

To outline a follow-up 
strategy 

Service Co-
Design Plan 

Altogether, outline an action plan to 
implement the service (i.e. for each task, 
identify its provider and user, needs, 
resources, locations and timing) 

5.30-6.15 

To enrich the framework 
with the engagement of 
further people 

Q&A 
I open the discussion to the audience, to 
welcome further engagement and feedback 
for implementing the service 

6.15-6.30 

To wrap up the study Networking Refreshment 6.30-7.00 

To analyse the data 
collected Analysis Transcript audio, thematic analysis, write up 16/06 -

23/06/2016 
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Appendix 4O: Introductory Presentation for the Roundtable Discussion 
‘Weaving the Threads’ 
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Appendix 4P: Transcript of Audio Recorded at Roundtable Discussion ‘Weaving 
the Threads’ 

Introduction 
‘Weaving the Threads’ title: Joining the dots and becoming a collaborative community. 
Share on social media, Twitter #weavingthethreads  
Introducing myself (background) 
Service design (beyond the artefact, looking at the system, to make it more sustainable) 

Background of research: the current crisis is posing complex challenges (redistributed manufacturing: 
Maker Library; flexible production: Skinny LaMinx; circular economy: Photoganic; alternative 
economies: The Street Store; slow fashion: [Terror]Tory; advanced artisanship: 3D printed garments; 
social entrepreneurs: Heartworks; enabling ecosystems: CDI. 
They are all examples from Cape Town, things that I have discovered here throughout my journey.  
This is a great opportunity for designers to open up new pathways, against the linear economy and 
explore sustainable service strategies and systems, connected to the material culture of a place.  
Designers are asked to understand the context, envisioning sustainable futures, co-creating systems, 
making sense of these ideas, assessing the impact of the innovation, and telling a story of innovation.  
The focus is on textile artisans’ communities.  
By talking to people, I tried to understand the most characteristic textile sector locally. I found out 
that there is lack of local fabrics supply. Most of the artisans use the same fabric, but they push their 
graphic design 
‘Printer Matter’ news: shows that the artisans are reinterpreting local identity, overlapping with arts, 
and creating a new aesthetic. Today we are aiming to make the artisans flourish, locally and beyond.  
I am against designers and researchers who make an intervention and then leave. Instead, I hope this 
is the starting point, and we can discuss ways to move things forward. The aim is to revitalise cultural 
heritage, provide social engagement, trigger local economies, and enhance environmental stewardship. 

In a participatory process, I have been busy with 8 textile artisans. I tried to be broad and be inclusive. 
Other people are now contacting me, and I believe this is something, which can grow.  
I was interested in how diverse they are: from solo to family businesses, from fashion to homeware.  
Through contextual interviews, I explored what it means being a textile artisan in Cape Town 
nowadays.  
Jane started with Jann printing political t-shirts in her father’s garage. The Woodstock area has been 
changed by the creative businesses.  
Natalie aims at a balance of people, planet and profit. She has a showroom 
Shine Shine is an explosion of colours, in the Bo Kaap. Tracy designs with a designer in New York.  
Skinny LaMinx is led by Heather and Pearl: it is Japanese and Scandi inspired. The business is inspired 
by different keywords every year, e.g. enjoyment and generosity.  
In Muizenberg, David Bbellamy draws inspiration from nature, birds. He works in his studio with Nicky, 
using block printing, and embroidery, for fashion and homeware. 
Cynthia is a solo business, started one year ago, making block printing textiles.  
Nicole-Marie created Township®, a mix of not-for-profit organisation, 6-8 cooperatives working with 
artisans in Khayelitsha. Designs have been created by students in Paris, and the products are sold in 
the Watershed, where two artisans also do embroidery and crochet. 
I met Lungiswa here; we visited her co-working space for TryAnglez. She has her studio home in 
Rondebosch. She creates the patterns, which are then produced in bigger scale by a black woman. 

Citation from Bryan (CTFC). 

I wanted to find out the current state of the art. But I also prompted them to think about a sustainable 
future. It was a strong call for social sustainability. Most of the artisans argued for a network of like-
minded people, supporting each other.  
This study has been also piloted for 3 days with students at CPUT, exploring how they could apply 
their textile making skills into businesses.  

We discussed what are the challenges, such as: 



Appendices 

490 

- Lack: of supplies, support, customers
- Segregation
- Mindset: isolation, lack of sharing of info
- Quality standard issues
- Access to sustainable supplies
- No transparency and traceability
- Explosion of creativity, but lack of demand
- High-mark-ups
- High costs for shipping for export.
- Lack of appreciation of the quality of the handmade, not affordable locally
- Lack of capital to access the market
- Lack of infrastructure, Internet, resources to follow up, in case they get training in the township
- Isolation, no trust relationships.

Opportunities for: white, black, women, unemployed people, support organisations. 

Creating a sense of agency, local job creation, support system.  

Reframe the challenge: how to make CT textile organically flourish, locally and beyond? 
Platform driven by a purpose, middle-up-down (starting from bottom-up activities, and creating 
synergy with top-down organisations), built on trust relationships.  
We mapped out how the service could work (through informed consents, database, admin support, 
blog, offline quarterly meetings in artisans’ studios, collective showcase, international trade shows, 
activism campaign, annual review of the strategy). 
This involves the artisans, but also manufacturers, education, retail, venue owners, etc.  
We drafted a business model: starting with a crowdfunding campaign. It is an NPO, providing the 
businesses as a whole with long-term benefits. The value is: training craft skills, job creation, and 
sustainable alternatives.  
We enjoyed making a collective manifesto, reflecting on what we said, grounded on: responsibly, 
respect, openness, collaboration, diversity, flourish, slow growth, inclusive.  

The manifesto is printed here, to collect signatures, showing your enthusiasm and interest in 
supporting them.  

00:35 
Q: digital 
Andrea Brand does digital printing. Most of the artisans use screen-printing, but there are also 
possibilities for digital. This is just a starting point, with the people accessible to me, and all of them 
do screen-printing.  
Furthermore, there is a raising trend towards screen-printing, because the customers are appreciating 
the value of the hand touch. 

Action plan: 
Who is going to implement each task? 
What needs to be implemented? 
Where and when does it take place? 

Discussion 
Each artisan has different target markets.  
We discussed to have an international REP to consult which markets to open up and sell also abroad. 
One of the most obvious markets is the African market. I am interested in reaching those markets. 
We need to reach interior decorators. A lot of SA interior designers and architects work with artisans. 
We need to connect the textile industry with other sectors, in order to reach other markets. 

There is a huge market cover. We need to develop a very authentic artisanal aesthetic. 
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I come from the interior design industry. From a university point of view, we cannot work with 
individual textile designers for our projects. We need to try and build a community, which can support 
us. Interior design students do not realise how big they can scale up their designs.  
Interior designers think about scale. But textile designers do not think and not know how interior 
designers work in terms of scale. We need to educate interior designers about how textiles are used 
in large scale.  
 
Digital could allow both artisans and industries to produce reasonably large scales (ArtLab talks about 
growing from artisanal to bigger production). 
The digital printing industry has rapidly grown worldwide quickly in the last few years, from 2% to 
14%. For the last 4 years we have been trying to get a new market.  
 
Jane tried to do digital printing herself.  
 
Cathy: from a design point of view, digital has a potential. You need to have métrage. This comes from 
a design perspective in terms of design identity. People are desperate about getting identity. Designers 
can do through images, photography.  
 
Gillian: CDI has just launched an online platform, PEEK, where people can upload images, as an online 
database, linked to artisans’ websites. It is about creating a local brand for artisans and makers. We 
are launching it to people for participating.  
 
FM: There are so many initiatives, but people do not know about them. We need more accessible 
information. 
 
We need a show to show a reaction to the industry. 
 
Issue: resistance to share information (printers, CMTs). How can we break the barrier and make 
information more accessible? 
 
Cathy: tourist experience.  
 
Andrea: I have tried to make myself known to interior designers. You put a lot of resources and 
yourself out there. Even in terms of email contacts. I was interested in finding out the channel to 
communication.  
 
If we create relation with fashion and interior design schools, there will be a future. There is a huge 
opportunity in this connection.  
 
What would you like to see from the artisans? And from marketing?  
Cathy: I think we can create something, like the ‘Picture Africa’ exhibition, which attracts a lot of 
attention. 
 
A curated show is easy to set up. It is about really thinking about the idea.  
 
Charl: If we could get swatches from independent designers online, we could build our [from 
Superbalist, retailer] campaigns on that.  
 
Cathy: Especially in print, interior designers can do that. We need to educate interior designers. 
 
Jane: We need to position ourselves, and then make a plan.  
 
Gillian: How do we create a database, which is self-updated? Peek is only product-based. 
 
FM: We discussed also to include retailers, suppliers. We have outlined different sections for the 
database. We can build on it, if CDI can facilitate it. I will share this information to everybody.  
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Vikki: We need to define our scope, i.e. what we want to be as artisans (digital or small scale, etc.) 
before committing to anything else.  

Nicole-Marie: I would like to see a bucket where we can share what we need, and another about 
what we can offer. That could be the starting point for collaboration. For instance, at Township® 
we have over 100 designs ready. We need a digital printing producer. We would like to work with 
designers to use this fabric, people from Europe or Cape Town. 

Lungiswa: There is the risk to be very European, very euro-centric. There is a huge gap in our 
aesthetic.  

Cathy: There is a whole shop in London selling South African designs, but with an international taste. 
There is a great opportunity to find that voice and showcase it.  

Jane: I like the idea of a collective; we have to find an aesthetic and a way of working which makes us 
a collective. But it is difficult to find one as a collective. We start with the people we want to work 
with, and then we let it organically grow.  

Cathy: Is it an aesthetic collective? 

FM: It is a business collective, rather. What bind them together are business issues. We discussed to 
have quarterly meetings. 

Heath: This is quite big. I can guarantee that this venue can be available to hire. 

Charl: If it is 20 people it could be too big. I cannot guarantee it will work.  

FM: It was important for me to gather perspective not only from artisans, but also from other 
organisations. Unfortunately, I cannot be always physically present here, but I hope I created a space 
for you to get to know each other and you can implement some activities.  

You could send us via email the database to work on. 

FM: This would die if it is not sustained. This needs some support. We can think about different 
options: membership fee, crowdfunding campaign, grant from CDI. CPUT is interested in hiring a 
student on work experience (getting an amazing network of contacts). We can coordinate it.  

Micah: Education is interested in creating internships with industries. The old system is not working. 
We can use the internship system in such a way that it becomes a platform to invest in students 
skills. We have to work on creating that platform. Businesses do not have to feel exhausted. I also 
want to see the contacts with the technical suppliers. We need a platform to connect. An alliance of 
industry + education + suppliers would be a terrific achievement. 
We are going to inform one another on what we need to do. We have got that information, we must 
distribute that, and from there organise a system to make it work. Using the #weavingthethreads we 
can keep everybody updated. We need a collective exhibition, showcasing education, industry, and 
suppliers all coming together.  

FM: If you feel like Facebook could work to keep the conversation going, I would set up a group. I will 
send an email to collect wishes and needs. We will be able to distribute this list of tasks then.  
The conversation will never finish, because there is so much to do. But, I hope I will be back in Cape 
Town; anyway, I will always keep in touch with you. Thank you all, really! 
There is refreshment for you. 
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Appendix 4Q: Sample of Data Analysis of Storytelling Session in Cape Town 
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Appendix 4R: Page Spreads of Photo-Story ‘Storytelling with Cape Town 
Textile Artisans’ 
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Appendix 5A: Email Invitation to ‘The Value of the Service Designer’ 

Dear X, 
I am a PhD researcher at Loughborough Design School within the AHRC Design Star CDT, supervised 
by Dr Val Mitchell, Dr Andrew May and Dr Carolina Escobar-Tello. My PhD aims to explore how the 
service designer can be used to activate textile artisan communities to transition towards sustainable 
futures.  
I believe that your expertise in service design academia/practice would be a valuable contribution to 
my research. With this in mind, I would like to invite you to a semi-structured interview, to be held 
via Skype, at a date and time, which best suits us; it is scheduled to take no longer than one hour. Your 
participation in this final research stage will enable the evaluation of a framework for co-designing 
situated services for sustainable futures I have developed as an outcome of my doctoral research 
project.  
Looking forward to your kind reply, I keep available for providing you with further information about 
this study and eventually arranging the best time for our Skype interview. 
All the best, 
Francesco  
 
********** 
Francesco Mazzarella 
PhD Researcher in Service Design for Sustainability & Social Innovation 
  
Design Star | Sustainable Design Research Group 
Loughborough Design School, LDS.1.25 
Loughborough University, LE11 3TU 
skype: francesco.mazzarella10 
http://goo.gl/LlWDNY - http://goo.gl/1AD8UI - https://goo.gl/aeWqqQ 
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Appendix 5B: Participant Information for Evaluation Study 
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Appendix 5C: Introductory Presentation for Evaluation Study 
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Appendix 5D: Sample Transcript of an Evaluation Interview 

Intro 
Regarding the informed consent form, I will refer to projects I have worked on at Mind (to whom I 
have not asked authorisation), and which I am also using for my own research, therefore I struggle to 
agree and give the copyrights to you.  
 
Share the screen 
 
Presentation (6.00-19.00) 
FM: Hi Paola, thank you for participating in this interview, as a final evaluation stage of my PhD 
conducted at Loughborough Design School, within the AHRC Design Star CDT. The title of this study 
is “The Value of the Service Designer in Activating Meaningful Social Innovation”.  
The plan for today is to evaluate with you the contribution of the service designer to activating 
meaningful social innovation. I will present my case studies with textile artisan communities, but 
hopefully we can build on your experience and expertise to see the impact of it beyond the scope of 
this application. I will try to keep this presentation within 15 minutes. Then we will have some interview 
questions, which we can cover in about 40 minutes. Finally, we can wrap it up. 
Actually, you already know myself, so I do not have to spend much time talking about my background 
and myself. But just to give you an understanding of my personal motivation behind this PhD, I am 
trained as an Industrial Designer and Sustainable Designer in Italy at Politecnico di Torino and Alta 
Scuola Politecnica. I have conducted field research in Brazil at the CEDTec DESIS Lab in Belo Horizonte 
with artisan communities within a project on social innovation. I have also worked as a graphic design 
freelancer in Budapest, before moving 3 years ago to Loughborough Design School to start my PhD 
on service design for social innovation and sustainability. As part of it, I have also been visiting PhD 
researcher at Cape Peninsula University of Technology in South Africa, where I conducted part of my 
field research. 
The background of this PhD builds on the fact that we are nowadays witnessing an increased interest 
in artisanship as a more meaningful and sustainable model of design, production and consumption. 
However, artisans often find themselves in an isolated and precarious condition, being placed at the 
bottom of the pyramid of a fashion system, which is unsustainable in terms of livelihood, cultural 
heritage, social equality, and environmental stewardship. Within this context, some top-down policies 
and one-size-fits-all services have been developed, but they have resulted ineffective to address the 
diverse needs of local communities. This has created momentum for designers to embark in a future-
making process, tackling wicked problems within the textile artisanal landscape. However, this PhD 
intends to move away from the designer’s ‘parachuting’ approach into communities using fixed toolkits 
and conceptualising service blueprints in overly neat ways. Instead, this PhD intends to address the 
need for further research on new roles, methods and purposes for the service designer to better 
understand local context, make sense of visions for the future, and activate meaningful social 
innovations. Within this context, the contribution of service design to social innovation is gaining 
currency and recognition, due to its human-centred, strategic and systemic approach to elicit tacit 
knowledge of local stakeholders, co-create meanings and embed values in the co-design of situated 
services, deeply rooted in the locale, made of people, practices, places, times. This PhD builds on the 
emergence of a design anthropological and phenomenological approach to services, as an 
anthropological act of interweaving past and present assets into futures which result to be mundane, 
as an act of creative reconfiguration of existing assets, situated into local contexts, through a practice 
which is reflexive, in participation with local stakeholders, triggering a transformation and intervention, 
which is resilient, overcoming the initial resistance to innovate, through a process which is open and 
flexible enough to be adopted and adapted, instead of a fixed toolkit designed onto stakeholders. With 
this in mind, the aim of this research is to explore how the service designer can contribute to activating 
meaningful transitions towards sustainable futures. This has informed a research process, from 
literature review, to scoping study, to two main participatory case studies to collect qualitative data in 
situ, till today, that we are in Phase 4, i.e. Evaluation of the validity, impact and transferability of this 
PhD. For this research project, this approach has been developed together with textile artisan 
communities, that I define as human-centred economic aggregations, grounded on the personal identity 
of an artisan and the material culture of a place, giving form and meaning to local fibres, using the hands 
of the artisans as well as mechanised and digital tools, in order to make small and flexible batches of 
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textiles and apparel. I have chosen to focus on textiles due to the high employment of skilled artisans, 
the wide range of applications from consumer products to interior to fashion, but also the increasing 
consumption trends, posing urgent sustainability challenges. To scope this investigation, I have 
conducted a focus group, followed by semi-structured interviews with international academic experts 
in sustainable design, to discuss future trends, such as slow fashion, redistributed manufacturing, 
circular economy, alternative economies, advanced artisanship and flexible production, the designer of 
micro social enterprises and enabling ecosystems. If you are interested in further details, the scoping 
study has been published in the proceedings of the DRS2016 Conference. This has led to an 
understanding of the challenges and opportunities to achieve such futures, and we co-designed a 
manifesto to inspire the transition towards sustainable futures, grounded on values such as meaning, 
slowness, flourishing, system thinking, glocalitiy, and different roles for the designer. This has informed 
the development of a methodological framework for co-designing situated services for sustainable 
futures. Throughout the second part of the presentation, we will discuss how the framework was 
developed, and we will unpack it in more details. The first case study was conducted with Nottingham 
lace makers, as an endangered traditional craft with the potential to be revitalised, with the aim to 
develop an initial framework bridging from theoretical visions for the future to situated services. This 
study started with the use of storytelling as a method with the purpose to elicit the tacit knowledge 
of the artisans and understand what ‘being a Nottingham lace artisan’ means for them nowadays, from 
a cultural, social, environmental and economic standpoint. I have conducted contextual interviews in 
the artisans’ workspaces, where all the environmental prompts became trigger for the conversation, 
supported by some interview cards to elicit some topics. Therefore, sensemaking was used as a 
method to understand what a sustainable future may look like for the artisans, using tools such as 
framing of their visions for the future, ‘what if…’ to map out what would have happened to their 
businesses if such trends occurred, and ideas generation to generate new ideas in response to such 
futures. Then, a co-creation workshop was conducted with the artisans, assisted by different tools for 
brainstorming around: challenges and opportunities, design directions, future strategy, stakeholders 
mapping, service storyboard, social business model canvas, a manifesto of values to embed into the 
service innovation, and an action plan to be implemented. As a result, the artisans have acknowledged 
gaining insights on how to make their businesses more sustainable. Organisations have understood the 
need to build the service proposition on the artisans at the centre, in order to make it meaningful to 
them. Moreover, the Nottingham City Council has gained enthusiasm towards a collective action, 
overcoming an initial resistance for them to innovate. Throughout this journey some themes have 
emerged, for the designer to take into consideration when activating meaningful social innovations. 
They were: building on the tacit knowledge of local stakeholders, raising awareness through new and 
compelling narratives, sharing a meaningful vision for the future, starting from bottom-up initiatives 
but also creating synergies with top-down support organisations within a middle-up-down network of 
stakeholders, co-designing a situated service proposition, embedding shared values towards achieving 
community resilience. The application of this framework has been further developed through another 
case study with a group of textile artisans in Cape Town chosen for its exemplary openness to 
community-centred design grounded on the concept of Ubuntu, i.e. ‘I am because we are’. In this case, 
ethnography was introduced as a method to allow myself to enter the community, understand its 
social world and negotiate a meaningful scope for a service design intervention. Storytelling was used 
again as a way to weave the artisans’ stories into new and compelling narratives; photo-diaries have 
been elaborated as a way to showcase these narratives and share them within a wider network of 
stakeholders. Through sensemaking, the artisans were empowered to become agents of their own 
alternatives. There was a strong call for social sustainability, to build a peer-to-peer network of like-
minded businesses which decided to become a collective, called ‘Weaving the Threads’, supported by 
a digital open access platform for sharing information throughout the supply chain, but also an offline 
forum, made of quarterly meetings in open studios of the artisans, collective showcases, activist 
campaign, and an annual review for self-assess their innovation around some values that they shared 
for becoming a collective. Before leaving the community, it was important to conduct a roundtable 
discussion, not only with the artisans, but also with members of support organisations, education, 
retailers, consumers, in order to activate a local legacy, and outline an action plan. Furthermore, an 
exhibition was organised in order to showcase the outcomes and raise the impact, not only locally, 
but also at a wider scale. To sum up, this methodological framework highlights the cultural and critical 
role of the service designer embarked in a social innovation journey, having to play the role of an 
anthropologist, storyteller, sensemaker, co-creator, and activist. This PhD contributes an original 
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anthropological framework for service design, aimed to better situate a meaningful intervention within 
a context, elicit tacit knowledge into compelling and new narratives, make sense of sustainable futures, 
as a way to co-design a situated service proposition and activate a legacy with the local community. 
Throughout this process, multiple service design and co-design tools – such as design ethnography, 
storytelling, sensemaking, co-creation workshop, and roundtable discussion – were adopted and 
adapted to co-design situated services for sustainable futures. The contribution of this framework is 
aimed at academics interested in an anthropological framework for service design, service design 
practitioners willing to adopt and adapt a framework for co-designing situated services for sustainable 
futures, and stakeholders participating in a process of activating social innovations meaningful to their 
local communities. 

I know it was fast, and there is a lot to digest, but we can go back, if we need to. I have now prepared 
5 questions, which we address in order, or we can go back and forth. It’s up to you. Basically, I have 
presented some case studies I have conducted with textile artisans, but I would like to draw on your 
experience in service design practice and academia, and ask you: 

1st Question: Invention (20.00-28.00) 
FM: What original contribution do you think this framework could have on your own research and/or 
practice? For example, you can think about one of your service design projects with a community, 
such as Service Design in Mind, and see what impact this could have if you were to adopt it? 

PP: I have some questions as well. One would be: how are you planning to share this framework? Will 
it come just as the visual that I have seen, or will there be some framing around it, like an introduction, 
maybe a bit of background? Also, would you share the tools as well that you have been using, for 
example? In fact, you have mentioned some tools that you have been using, and you have been drawing 
on different disciplines, so again, one thing that I am immediately thinking about is: maybe somebody 
familiar with ethnographic diaries may not be familiar with a social business model canvas. So, how 
would you help people navigating different disciplines, and tools coming from different disciplines? So, 
how would you provide and share this framework, at the very end, maybe even beyond your PhD? 
This would be immediately a concern: I would like to see more of the tools, get some help on how to 
use them, etc. 

To try to answer your questions, the project I am thinking, is probably drawing on my experience of 
using service design in mental health with Mind, as an organisation. A project I have been thinking is 
Mums Matter, for which we have been designing a service with the involvement of five women, who 
all recently became mums. The project was all about perinatal mental health, so the impact of women’s 
mental health on the perinatal period, from pregnancy to year 1 of the child. So, the first thing I was 
really interested in your model is that initial opening up, if you want, the first part of that [it reminds 
me of the double diamond], the first part of the model, which is when you ask people to contribute 
to framing, to work on your framework and move from a theoretical point of view to practical visions 
of the future. That’s something that I think would be really helpful, because it’s the area where I have 
seen, most of the time, in many different projects and not just this one which I mentioned at the 
beginning, that people who are new to service design and very new to think in that way, they really 
struggle, to go beyond what’s already available, and really think about the future, in a creative way. 
And that’s really frustrating, because the tools that I have used before, and which have been available 
in the design toolkit also from service design, things like horizon scanning, or scenarios, can be useful 
for people, but sometimes instead of being a starting platform for them to start thinking more 
creatively, they become a place where they land, if that makes sense. So, you provide them with a 
scenario, you provide them with a horizon scanning, and they tend to work with what you gave them, 
but not really elaborating technically new things from that. I was wondering how much of that have 
you been doing. It would be really useful to the work I do; especially because I work with sometimes 
marginalised groups. We have a lot in common in our researches as well, of course we operate in very 
different contexts, so in my case you need to think that the five women I was mentioning have had 
mental health issues, I think one of them was to the point of committing suicide, they are coming out 
from that terrible experience, they are starting feeling a bit better, but there is a lot of route to do 
together, before they can actually think that things can be possible, that things can be done, and can 
be done differently. So if you get to the point of them talking about the future, and really allowing them 
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to think, opening about that future, to be really different from what it is now really, there is a lot of 
work to do together, and I wonder how much of a framework like the one you provided could be 
really helpful for me in that initial part. And it would be interesting to understand, maybe at the end, 
or at some point, to get some clarity about how did you use tools to help people start thinking about 
the future, and how would you do it, if you have an audience that is less – I don’t know how it was 
with your artisans – inclined, also due to their live stories, are not in that position maybe to think fully 
about the future already.  
 
FM: This is fantastic; thank you. I think it is worthwhile I answer this point, and we can maybe move 
later to the next question. In fact, I think for me sensemaking was very key. In fact, at the beginning, 
when it was just about brainstorming around the future, the artisans really disengaged. They are still 
creative in a way because they are artisans, but they are sometimes 80 years old, and their families 
have been carrying on that craft for 300 years, so actually they don’t think about the future. There was 
a lot of disengagement; in fact, nobody knows about Nottingham lace anymore, and nobody thinks 
that it is still possible. Actually, it is similar to your situation, where there is a lot of disengagement and 
disappointment. But when I started relating the future to their own practices, they started a process 
of meaning co-creation. When I asked, ‘what a sustainable future would be like for you?’ at the 
beginning it was quite a striking question. Actually, they had an answer, but they were not sure yet. 
Then, we started discussing, for instance, how I saw they are doing some repair practices, and see how 
this relates to the circular economy, for example. Then, we started making together the connections, 
and they found it more resonant to their own practice. They understood this is not very much a 
speculation about the future, but just a little step, a mundane future that they can afford, and is 
sustainable for them. What was key as well was that I had already done storytelling with them, so this 
helped us building a relationship and creating a shared understanding between my role and their role. 
This knowledge captured in the photo-diaries as well provided me with enough information to create 
these links. I was inside and outside; I was in a middle situation which allowed me to jump back and 
forth between past, present and future. It was absolutely fine to actually draw on their past experiences 
(e.g. 100 years ago they used a technique for fabric washing, which actually was more sustainable to 
what they do now). So, I think for me sensemaking was quite key in order to open up the conversation. 
We can discuss later the tools, and the way to use them.  
 
PP: This is fundamental, but in a way, it is incredible to see how difficult it is for some people, and you 
said even creative people sometimes, to really think about the future, for whatever reason, as you 
described in your case, because they have done it for so long, etc. How easy it is to completely 
disengage. It is striking again and again, especially outside arts and crafts or design, how people don’t 
think about themselves as creatives, and also how difficult it is for them to really be able to imagine 
something different. 
 
FM: If you don’t mind, shall we move to the next question, and then we will see if we need to come 
back.  
 
2nd Question: Relevance (29.00-38.00) 
FM: To what extent do you think this framework provides a relevant way of equipping the service 
designer to enter communities and activate social innovations that are meaningful to them? In simple 
words, was it good enough, and valid enough for you to eventually apply it to your context? 
 
PP: This is linked to what I have said before. I guess, with some framing around it, I think it could be 
really helpful. I have got your framework in front of me now, and that’s a very nice way of summarising 
what you have told me, but I think what would be really helpful for me would be to really understand 
your storytelling if you want, you telling me how you got to develop that framework, what you did in 
the first workshop, how you did it. Also, given that in the first instance they disengaged when talking 
about the future, that’s exactly that, on a practical level, anyone who has tried, in his/her design 
practice, something similar immediately resonates. And your advice on how to overcome that 
problem, could also be really helpful for me. I would see that framework framed around, with a little 
about how you got there, some examples and cases, and of course your tools, and a bit of explanations 
about to use them. 
There are other two things that I would like to share.  



Appendices 

528 

The first is the first part of your model, which is really the key one, and that leads to my second point. 
What I mean by that is that my way of using design in the sector (I think you know a bit about my 
practice) is that, as a non-designer myself, not trained as a designer, I am interested in design tools and 
techniques that allow non-designers to use them in the attempt to design a new service idea, a new 
product, or whatever, of course in the social sector. In the project I was mentioning with the five 
mums, they did the research themselves, they went to talk to other women, they did the ethnographic 
interviews, they did the analysis of the data, they developed the personas in the first place, and then 
we came together to work on that together. In the idea generation phase, they made sense of the data 
on their own. So, in that case, of course you have less design knowledge, but you have another lot of 
understanding of the situation, because you have gone through that yourself; I mean, you had a mental 
health issue when you had your first baby maybe. I guess, the point I am trying to make is that 
sometimes I find it difficult, especially for designers, especially when they enter these contexts, which 
are very complex, and really about people with really complicated and deep life stories, doing that first 
part of your framework, that situating, that listening, I think it is sometimes underestimated, almost. 
How much time do you really need to get yourself to really understand. I mean, this would apply to 
you as well, the real situation of an artisan who is struggling with paying bills at the end of the month, 
etc. How do you really do that situating yourself? That would be where I really see for designers where 
it could be really helpful, for example for design education as well, training designers how to do that 
first part of the situating, in a way that is humble, respectful, deep listening. I think that would be your 
anthropological approach as well. (33.25) 
 
FM: I will try to catch up on that too. Actually, even for myself, in fact, it was almost reverse 
engineering of my PhD, because at the beginning I thought it was about grassroots social innovation, 
and the artisans could come up with a service idea by themselves. This was my original plan, but actually 
I struggled to find a community project of artisans already active to design their own social innovation. 
Instead, in this case I had to build the project myself, I, as a designer, had to gather together, through 
participants observations and informal interviews, this group. That’s why I frame this more as design 
activism, in terms of activating this process. This is why, so far, it is a design-led process, and not diffuse 
design by the artisans themselves. That’s why for me to enter their worlds, in a very humble and 
respectful way as you said, I really needed this anthropological hat on, to do this in a meaningful way. 
I know that your interest lies in non-designers, and I think there is scope for my framework to evolve 
into something to be more accessible to non-designers. So far, I know that the limitation is that this is 
a very design-led process, but still I think that the initial part – the situating – tries to create that bridge.  
 
FM: Regarding your very first question about the framework, I would like also to understand from 
others like you how understandable the framework is. At the moment, I have this visual, but I would 
like also to embed the tools into it (although I anticipate I would have problems in terms of its 
readability). So, I think I need a booklet, where there would be the framework, with, in appendix, all 
the specific tools, with an explanation of what they are, how they are used, for which purpose. As 
well, as you highlighted, I wanted to add the challenges and the opportunities to overcome these 
problems. This is a good point you made about making it easier for people to understand it, and to try 
and work it out.  
 
PP: If I can add something, which is probably still answering your question, it is that in a way, this is a 
very ambitious framework, because you have many skills, and many disciplines there, as it goes from 
the more anthropological background, to the business plan. There is a mix of skills that mainly one 
person would struggle to condense. So perhaps it would be a framework for collaboration across 
different disciplines; it could be a way for a designer to coordinate and lead that process, but absolutely 
for different people to come along at different points. Of course you did a lot: the initial research, 
around things like the circular economy, etc., because this is your field, and of course you did your 
interviews with experts to get prepared in that field, but if someone is using the same model, I don’t 
know, in a completely new sector, which has of course different economic models, they cannot be an 
expert in that as well. So, I guess, you could think about how this could be used to coordinate that 
collaboration among different people with different skills. And some people are at the table at different 
points, and you as a designer will have to work with different people at different points.  
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FM: In fact, I think throughout the process we talked a lot about this middle-up-down. This leads to a 
social enterprise, which could become in charge of this process, as you said, led by a designer, but with 
different people in the team. So, I think this not only contributes to the design of a new service, but it 
also opens up to the development of an organisation, and a new model for dealing with social 
innovations, which, as you said, it is very multidisciplinary. But, so far, it needs coordination by a 
designer for this scope. Definitely, it needs tailoring the content of the tools to the specific context; 
so, for example, if it is used in healthcare, there won’t be a card on circular economy, but there will 
be something else. But I think through the scoping study there will be an understanding of what are 
the trends in the sector, what are the futures that we want to discuss. 
 
3rd Question: Extensibility (38.00-44.30) 
FM: This relates to the third question: Which other contexts do you think this framework could be 
transferred to, as an original contribution to service design?  
 
PP: I was thinking what you have actually just said. It is about using a lot of the design jargon. Is it 
understandable to a designer? And actually, up to which point? In fact, a normal designer may be less 
familiar with anthropology, or some other tools that we have mentioned already. There are things 
that a service designer, or a kind of designer, may also struggle with. But, I am familiar with the shape 
of it, I recognise it as a model elaborated from the double diamond that speaks clearly to designers in 
this shape. I think that, with some adjustments, it could be made available to other actors: it could be 
used by a business manager in a healthcare organisation. Maybe what you need to do is to adjust some 
of the language. They may be familiar also with the double diamond, because that’s been used also a 
lot as a design approach in health, but it would need some translation, in terms of some of the words.  
Although it speaks very clearly to designers, potentially it could be used by an organisation, like Mind, 
as I have been doing, with someone who needs to have some understanding of design, but that could 
be used by these people. In that case, what I am been thinking immediately is that it would be very 
helpful for me, for example, as a project manager of an organisation in the third sector, which works 
in the field of social innovation and wants to use your framework, it is that I may need some practical 
information, like timeframe (how long that process takes), costs. There are some things that I may ask 
you if I were a CEO or a project manager in a social innovation organisation, I come across your model 
and think I could use it, but could you tell me a bit more about it? This happens a lot, and I am sure it 
happened even with artisans for whom, of course, time may be very precious. In fact, when I have 
been using design, even something standard like the double diamond, there has always been an issue, 
like time (how long does it take), resources, skills, the cost for the organisation in the most extensive 
sense of the term (as I said, how many people need to work on that, how much time would it take, 
etc.).  
 
FM: In this case, I have worked for 3 months with each of the communities, but the original plan (for 
example in Nottingham) was much longer and then, since I struggled with the participation of the 
artisans, I had to reduce the timeframe a lot. But also, for example in Cape Town, before working with 
the artisans, I piloted the study with fashion design students and in a 3 days workshop I managed more 
or less to cover – well, I did not do ethnography, because I was already in the context – but I covered 
most of it in 3 days. So, there is potentially scope for tailoring the timeframe of it to different contexts. 
This is a good point for me to reflect on what are the key points that need to be there, and how long 
they take. So, for example, I could have an extended version and a shorter one, for those cases in 
which people are short of resources.  
 
PP: I am also thinking about another very practical point. When you talk about the roles at the top, 
are these different people? You did mention at some point, these are the roles of the designer. I guess 
sometimes you naturally see things from a designer perspective, but because of how my practice is 
different, I am trying to watch it from another perspective, and I would not understand; you see these 
are the roles of the designer, but I would say maybe that’s not clear; it could be different people doing 
different things, and not one person behind a framework that is so complex as well, and is 
encompassing so many different things. So, how could that be not with one person in mind and one 
professional background, but from a different perspective? Again, this is much up to you, how much 
do you want this to be appropriated? I mean, do you want this to go and be used by business managers 
that would definitely be done in a different way.  
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FM: I want this to be open for others to adopt and adapt it within their context. Each context dictates 
different people, expertise, and skills. In this case I had to coordinate this research project on my own, 
so I had to equip myself with these different skills that I had to learn myself. But hopefully, if there is a 
context, we will explore what are the resources available, and we will make the best use of it, in terms 
of time, skills, and roles. 

4th Questions: Limitations (44.40-57.00) 
FM: I would like to move to the next question: Which limitations do you anticipate this framework 
might have, if you were to adopt/adapt this process in your own research and/or practice? 

PP: Probably, we have touched upon it a little bit. But there is just another thing I was reflecting on, 
and that’s again, focusing on the very first part of the framework, because I think that’s where the 
interesting content and thinking comes from. One thing I am wondering is: how would you deal with 
conflicts in that first part? I am thinking that in my sectors many times you have maybe my five women 
who I was mentioning before saying this is what we would like, or this is what the future for us, in 
terms of services, would look like. On the other hand, you have service providers saying, “that’s not 
possible, because it is too expensive”. And you may have commissioners on the other hand, who are 
the ones who have paid for supporting your healthcare services, saying: “there is not enough evidence, 
so we cannot invest in that model”. How, with what tools – maybe there is something – would you 
deal with these conflicts? One limitation perhaps would be: what happens if that vision of the future 
needs to be developed collectively? So, it is not just my future, as individual entrepreneur, maybe, but 
it is a group of people, among which there are a lot of inter-dependencies, because the service needs 
to be provided by somebody, funded by somebody else, and maybe these visions are not aligned. I was 
wondering how would you move on from that, having different people around the table? You said you 
had a workshop with customers, retailers, artisans, etc. Maybe they have different agendas.  

FM: Actually, this is interesting, because although sometimes we say ‘future’, it was very much about 
‘futures’. In fact, every artisan had a different vision for the future; for instance, in Nottingham, 
‘sustainable future’ meant for one artisan ‘cultural sustainability’ in terms of preserving the heritage, 
for another it was more about ‘economic sustainability’, for another one it was all about the social. So, 
actually, it was very diverse. Throughout the process, even in Cape Town, although everybody had a 
different agenda, every business had specific business problems, but then, when we looked at a more 
strategic level, in terms of long-term sustainability plans, somehow organically they found consensus 
around the need for a collective of artisans. At the beginning, it was easy for them to relate to their 
own agenda, making their own single businesses more sustainable but then they looked at the problem 
more as place-making at a bigger scale, actually they understood, and it was useful. In fact, at the 
beginning there was much competition between each other, but throughout this process of co-
creation, it has actually cut the barriers of competition, and they have started creating the collective 
themselves. Even the local support organisation was amazed by seeing all these different businesses at 
the same table and discussing these issues openly together. So, one challenge I had was that originally, 
I had thought to develop a collaborative service, but then each business had so specific issues that 
actually the service had to be bespoke for each of them. But then, the overarching strategy, binding 
them all together was more about recreating the sense of place. So, within these tensions, there are 
always overlaps as well as discrepancies. So, for example, the service could provide some bespoke 
features to specific businesses, but on the other hand, there was consensus around a long-term plan. 
It was important, throughout the co-creation, always to understand the contextual factors shaping the 
problem, being very mindful of the target beneficiaries of the service, because everybody had a different 
uptake on the strategy, but then the strategy had an overall impact on the place rather than on 
individual businesses. 

PP: I think this is very important. It is actually that longer-term future where you could get more 
agreements and alignments between different people, who have of course different agendas. Of course, 
one is there to get more services, and the other one is there to give you less services, more or less 
resources. It could become two different visions of what matters or what’s most important in people’s 
care. So, this kind of things, even in terms of different values, they could clash, but it is interesting to 
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see how in the long-term it could actually work. And how do you help them to get back to something 
more feasible, not to stay in the long-term future that is probably too long to come? 
 
If I can add, I have another question that I had thought before. Again, it may be from a designer 
perspective that at that point your intervention ends, but one limitation could be, how did you help, 
maybe a designer or whoever is left with the model and the vision of the future and the actual plan, 
to make sure that it is actually implemented? Whether it is just some advice to your artisans in your 
case, but it could be someone else. Even in my work, to be honest, there is a moment where you go 
away, and the organisation needs to find something to actually make it feasible: they have to find the 
resources, or whatever it is. There is always a grey area there, in terms of what happens after the plan, 
to make it real? This area is easily overlooked. So, I don’t know if this is a limitation. Of course, you 
cannot cover everything, but maybe there is a next step for going back to your artisans, and looking 
at how they have managed since you have left, what they have done, etc. That would be interesting in 
terms of getting some ideas to help others in that implementation phase.  
 
FM: Actually, in fact, I wanted to bring this question up even myself, because it is a really important 
one; I am very aware that this is the main limitation of my PhD, actually. So, especially in Cape Town, 
where I had a limited time given, and I knew that I was going to leave the community, I was mindful of 
the exit strategy – which I rather call ‘legacy’ as I don’t like the term ‘exit strategy’ – since the beginning. 
Throughout this process, from the scoping until the roundtable discussion, it was always a process of 
negotiating a local reference person. Then, very spontaneously the local stakeholders identified a 
person in the local university who had followed me throughout this process, they elected him as the 
one taking my witness. I am still in touch with this person, which is very helpful, because he can provide 
feedback. It is also fantastic that he followed the process, and he actually understood the value of 
service design and social innovation, so that he wants to embed these criteria within his surface design 
teaching. So, they are planning to redevelop the curriculum, and they have asked my input to do so; I 
think this is quite an impressive achievement, although this is a long-term change, even after the 
timeframe of my PhD. However, I think that being mindful of it since the beginning, and identifying a 
local person is important, because the community cannot become reliant on me, I have to move on 
the next project, or whatever. Another good point you made is that there are different timeframes: 
in the long-term it was possible to think about possible future and for that reason the manifesto was 
a tool that worked quite well throughout the process, because it went beyond the service storyboard, 
but we agreed on some values that they can use as guidelines also to self-assess if they are transitioning 
towards that future that they envisioned. Another limitation is that the services are not implemented 
yet because of time and resource constraints. But I think that, beyond specific service touchpoints, the 
artisans are left with a package of values that they believe in, and that they shared as a community. I 
think that there is still a limitation in how to translate these intangible values into something (e.g. KPIs) 
that they can actually use to assess their innovation. The idea was there, how could this manifesto 
empower them to actually believe in some values and then embed them into the service innovation. 
But definitely the limitation is that this needs to be implemented and unfortunately, as we know, social 
innovations take longer than a PhD project’s timeframe. I know that the strength is more in the first 
part of my framework; I still cover the whole, but I know that the last part is actually the weakest, 
because I haven’t implemented the services yet. I leave it open, even in the framework it is represented 
with a gradient, and the shape is left open, to represent this on-going process, but I know that the 
main limitation lies in the implementation. But I hope I can do a PostDoc or another project where I 
could follow-up. 
 
PP: That would be definitely the second part. If you can follow up with the people that you have been 
working with, in the first place, that would be great. When you mentioned KPIs, and I am not a fan of 
KPIs, evaluation systems, especially quantitative, but again, trying to advocate, if I were to look at it as 
a manager in the health sector, I wanna see the evidence, I wanna see KPIs that this has worked in the 
past. Don’t get me wrong, I always think that we shouldn’t give them what they want, but at the same 
time we could lead the conversation to some other things which are very important as well, which are 
probably not measurable, or that you cannot evidence 100%. But at the same time, again, I am thinking 
about how much you want this to be expanded and be used in different sectors, and health is really a 
terrible one, in terms of evidence, and how much they need to justify anything, based on previous 
evidence and KPIs. At least, having an answer to the issue of how you would demonstrate the value 
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of your framework, if not with KPIs, but with something else that you can articulate, so that they can 
see as well.  
 
5th Question: Future Work (57.00-58.00) 
FM: What further developments of the framework would you recommend me in terms of future 
academic and/or professional avenues? 
 
PP: Again, I think we have been touching on many, probably more than I could summarise. I think it 
would need a narrative or framing around it, whether it is a booklet, or whatever its format is, I don’t 
know, but I would definitely need that. 
Again, I am thinking about testing it from different perspectives, because even if I am familiar with the 
anthropological and ethnographic tools, I may not be with business management or business canvas. 
So, you need to make sure that you provide enough support for people to use it, coming from different 
backgrounds.  
Another point would be this exploration, you said developing the second part, and definitely a point 
would be developing the implementation part. What evidence you can build, how do you help people 
to make these visions for the future possible and sustainable in the longer term?  
I guess there may be something about, and again it’s your choice, and it may also come organically, in 
which sectors do you want this to expand, and how this may need some translation, in terms of 
different languages for different audiences. 
 
Wrap Up: Feedback (59.00- 
FM: I think we are on time, and if you have 5 minutes I would like to ask for your feedback. 
So, was the participant information pack informative and comprehensive? 
PP: It was very comprehensive, as I said. What was really useful is that you did share in the final page 
your framework and also the questions. I had looked very quickly at the framework and everything, 
but without you I could have not been able to understand it (I wish I had your presentation), but it 
was nice. After I have heard from you and your presentation, I went back to that framework as well. 
And whilst you were speaking sometimes I was having that in front of me. That was useful to have it.  
 
FM: Was the presentation clear as well? 
PP: The presentation was clear, I think. There is a lot in there, but to be honest, I wouldn’t know 
what you could eliminate, because you are situating yourself, for somebody who doesn’t know you 
(otherwise maybe they would have questions) and that’s good, then you talk about the different steps. 
I don’t know whether you want to focus more on one aspect, but anyway you need that whole story 
to get to understand how you developed the framework. Maybe you could start with the framework, 
and as you go you could explain the different parts of the framework, maybe talking about the case 
studies. But I don’t think it would be better. There is a lot in there anyway. 
 
FM: It is difficult to cover a whole PhD in 15 minutes; I wanted to keep it within 10 minutes, but it 
was not possible. The only thing I can think of would be that if I know the interviewee, like in your 
case, I could speed up the explanation of my background. 
PP: Definitely, there are some tools that designers are less familiars with. So, there may be things that 
people need some more explanation, in detail. 
 
FM: Were the 5 questions clear and meaningful? 
PP: I think the questions were really clear. And I think it was helpful that you gave me the advice 
beforehand (via email) to think about a project. 
FM: Do you think, if I would have asked you to share with me a link, or 100-word text about the 
project, would have it be too much of a request? In fact, I had thought I could have prepared myself, 
and work out how I could tailor the framework to your project already upfront, but then I didn’t want 
to ask you for an extra task. So, I prepared myself by looking at your websites and tried to make the 
link.  
PP: Probably, you could ask if people have any kind of papers or something to share, but that would 
imply a lot of work for you then. They may send you a book, and then they would expect you to know 
everything about their projects; I don’t know if that’s a good way. 
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FM: This is quite tricky, because for an ideal evaluation I should have given the framework to other 
people for them to use and then come back to me. But that could take up to at least 3 months, and 
also, I should build the capabilities too. So, this is a bridge, a compromise, where we could here try to 
enact how this could be applied to your project. I made some preparation, looking at your project; I 
had already in mind your situation when you had to build Service Design in Mind, and you had to 
activate and convince the team, so I was thinking how we could cover that, but then I did not want to 
ask you to send things in advance, risking that you wouldn’t have participated, and that would have 
been such a pity, because actually you gave me such important inputs. 
PP: To be honest, the other thing I was thinking about was that, maybe instead of preparing something 
on purpose for you, I could have sent you a paper or something that you have probably seen already, 
that is out there, but still you wouldn’t have all the details maybe. Another thing I was thinking about 
is that you are validating the framework that you have developed in one sector with different experts, 
I imagine, from other perspectives. But the real testing or evaluation as you said should happen on a 
real project, and it may take longer than 3 months, because of course I need to be at that point at the 
beginning where I am able to understand how to apply the framework, etc. I do not think this could 
be possible at this stage.  
 
FM: What about the schedule and the timing? Actually, we managed to keep it within 1 hour, and we 
are still even able to do this catch up, so I think 1 hour was OK. 
 
FM: What did you like the most, and what did you think could be improved? (1:04:26) 
PP: Honestly, I think I liked everything, because as I said you gave me the 5 questions before – I was 
thinking of maybe having the 5 questions all in once, but it was nice to have the pace, so that you were 
asking me about one, and maybe I was going back to something I had already said, but there was the 
time to do that. So, I think it went very well in terms of that as well.  
 
FM: What was your main take away? Do you think you learned something new that could be applicable 
and meaningful to your own practice? 
PP: Yes, definitely I took some notes of things that I could, in a way, go back and reflect on my own 
work. For instance, the concept of the designer eliciting that tacit knowledge at the beginning, I think 
there is a lot of that, that sometimes goes a little bit unrecognised. And this is something I could make 
a little bit more explicit when I work with other people.  
The other thing that really struck me was that in a way at some point you tried to engage them 
explicitly in a conversation about the future, which I have not done in my work, so it would be 
interesting to see how that would apply, how much explicit that could be. 
The third one was the longer term future, which could be a nice way of creating some alignments 
before you have of course at some points conflicts emerging, and I do not think you can get rid of that, 
but how you could start from something positive and get people who could be even disagreeing 
strongly on things, but for a moment at least you can get them think together about that longer term 
future. It would be nice to know how, but this is something for me to take away.  
 
FM: I think we have finished, but I also have something for you. I loved your blog post you wrote for 
NESTA “Embedding Service Design in Mind”. I read about you having to do some market research 
first, and then you had to translate how that could apply to your context. That’s where I think 
sensemaking could help you. As well, at the beginning I did a scoping study about sustainable futures, 
and then I had to see how to translate it within the artisans’ realities. Similarly, I think, if you did some 
research on service design models, you could perhaps extract some themes – I have no clue about 
what service models used in healthcare – and then when you talk about talking more explicitly about 
the future, you could see how to make this translation between these service design models within 
the current service provision.  
Another thing I liked was the fact that you had an internal and an external mechanism of change, and 
the designer in the middle, creating the synergy. In your case, Innovation Unit was the agency. I think 
it is very important, beyond the service itself – and this leads also to the emergence of an organisation 
or a model, as you were also trying to identify there. 
Another question I had is whether you still work for NESTA and if you have a contact there?  
 
PP: I don’t work there anymore, but I can check my contacts.  
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FM: Because my contribution is targeted to academics, practitioners and organisations, I am hoping 
to interview representatives for all these sectors.  
PP: My contact with NESTA was through Design for Europe. I think it was Sonja Dahl -  
sonja.dahl@nesta.org.uk She is still at NESTA, head of the innovation learning program; I was working 
with them, she had a great understanding of design, and I think she would be really helpful. Anyway, 
look at their team, because she has a lot of people working with them.  

FM: I will do the transcription, the analysis, and I will then share the findings with you. Please, do send 
me your informed consent form, and I will acknowledge you as an expert contributor to the study, 
although quotes will be anonymised.  
PP: It was brilliant to see someone at the final stage of his PhD, already validating it.  

FM: Is Service Design in Mind still active? 
PP: Yes, it is. They have one member of staff at the moment, which is full time, and they are using 
consultants for some of the work. When I was there they had more resources. However, they are 
reviewing their resources, which is something I started; the interesting thing is that the Big Lottery, 
which was always interested in our work, are thinking about how they could use some service design 
in their funding system, and they need to decide how that could work for Mind as well. I think it is 
going well.  


