Critical paper ADB616

Can craftsmanship work together harmoniously with digital
technologies within the interior design and decoration
industry?

Louise Burton

Q14569540



Abstract

This paper explores the idea of combining traditional craftsmanship techniques with digital
technologies, to form what is known as digital craftsmanship. To investigate whether it is still
considered ‘craftsmanship’ or not, and if it creates a positive effect in the interior design and
decoration industry.

The idea of combining technologies, such as 3D printing, CNC machining or laser cutting/etching- to
more traditional areas of craftsmanship, could create new and innovative outcomes for the interior
design and decoration industry. Digital technology could be added to enhance and work with tradition,
rather than threaten or replace it.

With the use of literature and 3 areas of primary investigation this study aims to explore whether
craftsmanship and digital technology can or even need to work together in the interior design and
decoration industry, or whether they both meet different needs.

Through the use of a questionnaire to gain the publics thoughts and opinions, 2 focus groups to gain
an insight from current interior design and decoration students. Lastly an interview from an interior
and exterior decoration company currently using ‘digital craftsmanship’ in their work.

Acknowledgments

| would like to take this opportunity to thank my friends and family for their continued support during
my university studies.

| would also like to extend my thanks to all of my lectures, and especially Dr Alan Manley for his
exceptional knowledge, support and words of encouragement during this critical paper.

Lastly, | would like to thank everyone that helped with my primary research, their responses brought
great insights to this paper.



Contents page

Lo ADSTIACT ceieieece ettt ettt sttt et b e b s et e b e et ehe b eae seaee s 2
1.2, ACKNOWIEAZEMENTES ..ottt ettt ettt st st ste st e e bt et ereesesae et sbesbe e saenentesberarsaesens 2
1.3, CONTENES PAGE ..eoeeeriieie ettt sttt ettt st st et et et et e st aebteases saeesbesstesbe eebs et anbessatentesaesensens 3
L4, LISt OF fIGUIES oottt ettt e et e bt et et e et et sbeeteste s ertesaestes et essea steste st sueans 4

2. INEFOAUCTION oottt ettt e e et st s et et st bt et st s s b semeneseasenebns 5

3. AIMS AN ODJECTIVES ..ot et e st st s e s teere et et et e sae e et stesbeene 6
3Ll AIMS ettt et e e e e ae ea et e Re e et bR s Rt e R st ebe e e e b s e n e ne e ene 6
3.2, ODBJECTIVES .eeoveeeceeeeietietiet et et et st ste st sttt et et et et easebesae et ste s seseateses sesersatesae et stesessenseatasarssesenssrnareen 6

3.3. Overall

4. Literature review

4.1. Chapter one — Traditional craftsmanship dimensions and its threats .........cccccoeveveevrennnna, 7
4.2. Chapter three — A closer look on cultural heritage .......cccce e 9
4.3. Chapter two — Slowing down an impatient society in industry 5.0 .....ccccecevvevvvevererieceneinnene. 8
4.4. Chapter four — Digital craftmanship ..o e e 10
4.5 Chapter five — The value of the hand and whether imperfections are desirable ............. .. 10
LT |V, =Y o gV Yo o] o =4V OO TSP 12

6. ANalySis aNd AiISCUSSION ....cvviiieiiiiiieiie e ettt e sttt sresteete sve s esaesaes e sessea st eeeeres 13

6.1 QUESHIONNAINE @NAIYSIS...uiitiicieiieies et cecreere e ettt e e st e s e sae et esess ereebees essen seesteseesressessesrsensnns 13
6.2 FOCUS SroUP ONE @NAIYSIS .ocveitiiieieceeieeeietiee et st ete st st steses e et b ss aetese et sbe st ste e besensesansssarnanes 17
6.3 FOCUS rouUP tWO @NAIYSIS .vevieeececie ettt ettt st st et et et st st st s et s s s eanaees 19
6.4 Digital craftsmanship company Interview analysis .......cccccuveveieieinennnne e e 22
7. CONCIUSION ettt et ettt sttt st et st et be e b e s st es e ebe sesbeneaesresensns e aneerns 24

8. ReCOMMENUATIONS ...ovviiieieiie ittt e et et s s e s s erere s re e eeenens 24

9. REFEIENCE lISt ettt et et e e s s et e 25

L0, APPENAIX coiieieieeiiiet ettt ste st sttt ea et s bt steste e e e na et et es et et et saestenea e en s 29



List of figures

e Figure 1 - authors own image (Burton 2024) of traditional and digital techniques

e Figure 2 - a diagram summarising the positives effects on cultural heritage through traditional
craftsmanship

e Figure 3 - a graph showing manufacturing paradigms

e Figure 4 — an image showing tsguite’s software program

e Figure 5- an image showing tsguite’s outcomes

e Figure 6-authors (Burton 2025) own graph showing potential correlations between time, price
and aesthetic.

e Figure 7 - demographic results from questionnaire

e Figure 8 - demographic results from questionnaire

e Figure 9 - results from question 17

e Figure 11 -results from question 19

e Figure 12 - results from question 25

e Figure 13 - results from question 26

e Figure 14 - results from question 28

e Figure 15 - Image of products used in focus group one

e Figure 16 - shows how the group ranked the products from most to least aesthetically pleasing.

e Figure 17 - shows how the group ranked the products from most expensive to cheapest

e Figure 18 - shows the correct order of most expensive to cheapest

e Figure 19 - what the group believed to be hand crafted, digitally made or a mixture of the two

e Figure 20 - authors own image of a table showing key findings from the interview

e Figure 21 - 21 authors own graph revisited



Aims and objectives

Aim

The aim of the research is to explore whether traditional craftsmanship techniques and practices can
work together harmoniously, with new digital and innovative technologies in the interior design and
decoration industry.

Objectives -

Secondary -

- To define traditional craftsmanship and digital technology techniques and explore their roles in
interior decoration.

- To defining craftsmanship dimensions and its potential threats.
- To further explore cultural heritage.

- To explore if creating emotional connections through the creative process can slow down an
impatient generation.

- Define digital craftsmanship.

- To explore the value of the hand and whether human error or imperfections are desirable.

Primary -
- Understand a company’s techniques and practices, who uses both digital and traditional.
- Explore the connection between time, price and aesthetic.

- Investigate whether as a society, we have less of a connection to the intangible values of
craftsmanship, cultural heritage, shared values and generational turnover.

Overall objective —

- Collate my findings to complete secondary and primary objectives to then form a conclusion.



Introduction

The definition of craftsmanship is often conflicted and unclear. Various sources denote that
craftsmanship is the idea of creating a product by hand, with some referring to it as a form of risk
taking “(Craftsmanship) means simply workmanship using any kind of technique or apparatus, in which
the quality of the result is not predetermined, ... The essential idea is that the quality of the result is
continually at risk during the process of making” (Pye 2010 p 342) and also being thought of as a
process being entirely human without the use of machines and “that prioritizes human engagement
over machine control" (Kroezen et al. 2021).

Both points of view suggest that with craftsmanship nothing is guaranteed and the outcome will be as
a result of the many (changeable) steps in a process.

Whereas digital technologies are more easily defined, they provide a process which can be split up into
two main sections, additive and subtractive. An additive process such as 3d printing “deposits material
where the object is” whereas a subtractive process such as CNC machining and laser cutting “takes
away material where the object isn’t” (Anderson 2012).

Digital fabrication is a manufacturing technique in which a computer controls the machinery from
digital plans. The machine can be reliably programmed to create repeatable items (Anderson 2012).
This means that unlike the above definitions of craftsmanship, the final outcome can be viewed before
the process of making even begins.

Therefore, the use of digital technologies can be used where multiple products are needed to look
uniform and repeats are necessary, which could be beneficial in terms of design prototyping. Whereas
the fact they are programmed to form a specific function means that there is sometimes little room to
creatively adapt the expected outcome mid process. This is an option which is easily available and
encouraged to those following more traditional techniques.

The intersection of traditional craftsmanship and digital technologies can be referred to as digital
craftsmanship, where creatives use a range of techniques to “create things that we couldn’t create
before” by pushing the norm in terms of practice and techniques and combining multiple methods of
practice (Barrett 2023).

Carpentry
Pottery

_ Hand
embroidery

Glass making

Figure 1 authors own image (Burton 2024) of traditional and digital techniques



Literature review -

Defining craftsmanship dimensions and its potential threats.

Traditional craftsmanship is often viewed as the idea of someone creating something entirely by hand.
Often, processes that are viewed as traditional crafts have been performed for centuries and “have a
time-honoured history” which are viewed as a way to connect to our ancestors (Li et al. 2019)

As they create products using traditional materials, traditional craftsmen make subjective decisions for
themselves; they lack a digital record to go back and review their choices or make alterations mid
project. At the end of the process, material artefacts serve as the only documentation, and the creation
of a tangible product that can be touched and seen (Nimkulrat and Oussoren 2019).

Meaning the intangible refers to what we cannot see such as “skill, tactic knowledge” and often the
know-how on creating pieces, (Partarakis et al. 2021).

Furthermore, the intangible can also refer to the emotional ties to creating which can be categorised
into 3 main areas;

e Shared values!?
e Generational turnover 2
e Cultural heritage 3

In 2003 UNESCO held a convention to set about safeguarding global intangible cultural heritage, which
includes that of traditional craftsmanship. There it was stated that “several (processes and techniques)
are threatened with extinction” (UNESCO, 2019). This was believed to be happening due to
deteriorating numbers of craftspeople and practitioners, and the desire from both the craftsman to
pass on the skill and the next generation to take the commitment to learn it; which requires a huge
amount of time, dedication and commitment.

Detailed below is a list of other potential threats facing some areas of traditional craftsmanship;

e Less of a connection to cultural heritage

e Lack of funding for both individuals and within educational settings
e The rise of digital technologies (easier to access and quicker to learn)
e Mass production and over consumption

e Desires for quicker turn arounds

(Carpenter 2023) (UNESCO 2019)

1 Shared values and ideologies of craftspeople, often groups of people can form networks with each other through their
ideas and passions for creating crafted outcomes.

2 Processes which are passed down from generation to generation.

3 Showcases a specific regions or countries tradition or culture.



A closer look on Cultural heritage.

“Intangible cultural heritage is the knowledge, words, traditions and practices that shape the physical
world of artefacts and structures that we more commonly regard as heritage assets” (Francine Norris
2021). As humans we connect ourselves to a certain process of making, however if these connections
are not made and passed down onto future generations, these traditions and practices may be lost, as
well as a huge part of our identity telling who we once were.

Cultural heritage can be defined as the identity, history, and values of a particular community or group
of craftspeople. For example, Moroccan Zellige/Zellij tilework, showcases the combination of maths to
create complex patterns and creativity to reflect Islamic art principles. Of which they have “become a
symbol of the country's rich cultural heritage” (Mosaic Morocco 2024). Through the passing down of
this ancient method “through generations, resulting in a highly revered and culturally significant art
form” (Mosaic Morocco 2024). This shows that it seems as though it is easier to create generational
turnover and the desire for the next generation to learn a craft; when the craft has a large personal
and historical connection. Therefore, potentially crafts at risk may not have as many of these deeper
connections and the possibility of combining a technique with digital technologies could prevent them
from going extinct.

The Role of Traditional Craftsmanship StartupsPreserving Cultural Heritage
through Craftsmanship Startups

Generating Employment 1
Opportunities
2 Reviving Traditional
Techniques
Fostering Cultural 3

Exchange

Preserving Traditional
5 Knowledge

Supporting Sustainable

Practices

Figure 2, a diagram summarising the positives effects on cultural heritage through traditional craftsmanship (Faster captial
2023)



Slowing down an impatient society in industry 5.0 through creating emotional connections during
the creative process.

As society has gone from industry 1.0 to now being in industry 5.0, although some believe there is a
focus on the collaboration between humans, machines, and technology, with an emphasis on
sustainability, resilience, and wellbeing. Some counter that argument by stating “A significant constant
has remained the decreasing involvement on humans and reliance on machinery throughout each
phase” (Kohli et al. 2022). The necessity of automation, virtualisation, and resilience are becoming
paramount going into the next phase, driven by the pandemic's effects on the world, having the option
of doing work digitally and remotely.

To further this, it is sometimes believed that as time goes on and as society develops there is a reduced
need for traditional craftsmanship that requires vast amounts of manual skill. This is echoed in the fact
that some believe in terms of creating products and outcomes “there is great emphasis on spending
as little time on it as humanly possible” (Somogyi 2024).
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Figure 3 a graph showing manufacturing paradigms (Mourtzis and Doukas 2012)
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Moreover, in this stage of industry development we have automation at our fingertips, the option for
next day delivery and fast turn arounds. Meaning it’s never been easier to get products so quickly. The
combination of these factors could suggest that as a society we are becoming more and more
impatient, and have in some cases lost the appreciation of having to wait for something to be
produced.

Traditional craft is probably one of the best examples of this. These processes take longer than digital
or mass-produced alternatives, but in turn creates outcomes that are not only unique and desirable,
but can also tell a story of how and why it was made.

Additionally, the fact that craftsmen control the entire production process themselves has many of
emotional benefits, like enhancing their creative abilities and giving them a sense of accomplishment.
“They create products with passion, pride, and care” creating an outcome with a deep personal
connection (Kraimer 2020).



Digital craftsmanship and its innovation.

Some believe with the help of advanced technology, automation, and innovative materials, a new age
in home décor is beginning, “one in which 3D printing opens up a world of creative processes”
(Montjoy 2023).

Combining craftsmanship with technology could also help with current design students, whose “skillful
use of digital tools” and ability to create realistic and convincing digital 3D models, may encounter
difficulty when trying to translate those ideas in the real physical world. Furthermore, designers who
undergo training that integrates “digital reality and computer-assisted tools” with traditional “craft
skills and experiential knowledge” seem to have an advantage in innovation because they are able to
anticipate and address the weaknesses that digital reality ignores, through having real life and hands
on experiences (Summatavet 2019).

The value of the hand - are imperfections desirable?

(Sennet 2008), refers to craftsmanship as “the trinity of the hand, the heart and the mind” suggesting
that traditional craftsmanship involves a process of connecting a feeling and emotions to the touch of
an object, which ultimately would lead to a meaningful outcome. Sennet’s comment would also imply
that it has to involve the use of the hand, meaning that outcomes forged solely by digital technology
would not be considered craftsmanship. However, this might not be the case for digital craftsmanship.

Another factor is that automated procedures are designed to complete a task with minimal or no error
due to their high degrees of precision (Edet 2023). In terms of interior design and decoration pieces
sometimes, mistakes and imperfections are desirable. The human error factor can also tell a story
about how something is made and this effect could command a higher price point than machine made
products.

An example to adding character to a piece and giving it a human touch, is seen in the ancient technique
of Wabi Sabi; “the Japanese concept of Wabi-Sabi encourages us to appreciate that nothing is truly
perfect or permanent” rather than criticising cracks, tears, and other flaws (Bheema 2023).

However, in some cases error would not be desirable this is referenced in the art of Japanese dove tail
joints. Although skilled craftspeople can create complex joint forms with little degree of error, the time
it takes to produce them is high and requires exceptional practice, skill and knowledge. In this case any
error with the joints would be noticeable and could affect the function and durability of the product.

An example of how a digital process can provide a complex outcome is shown in ‘Tsugite’ the name of
a software program that can be used for designing and fabricating intricate wooden joints. Taking
inspiration from the century’s old technique of traditional Japanese method, of creating the complex
interlocking elements entirely by hand (Petridou 2021).

10
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As shown above figures ... and ... show how the program works. The use of a free, digital modelling
software allows users to alter the design of their joint and see in real time how it will form together.
Once the file has been finalised, it is then formed by using a “3 axis CNC milling machine” (Larsson et
al. 2020).

The positives of this process can be viewed as follows, the software can produce a high level of wooden
joints, to be used for furniture design, in very little time. Especially when the time factor is compared
to the handcrafted alternative.

Furthermore, as the software is free to use and seemingly user friendly, it makes a otherwise complex
technique, accessible to a wider population.

However, the negatives of this program could be that it could replace a traditional craft that is steeped
in cultural heritage, and that creates an impressive and special sense of achievement through the
finished outcome.

In this case, this program, although innovative, is an example of where the two methods would not
work ‘harmoniously’ due to one being a potential replacement for tradition.

11



Literature review Conclusion

Overall, the findings from the literature are as follows:

e Varied definitions of traditional, digital and hybrid processes.

e Adesire to embed digital technologies into some areas of craft for new and innovative creative
outcomes.

e Several threats face some areas of traditional craftsmanship, which could be lost in time to
come due to reasons such as lack of generational turnover, and less of a connection to cultural
heritage, an impatient society due to mass production and fast lead times

e Insome areas of craftsmanship digital technologies would not be encouraged due to the desire
of making something entirely by hand and the satisfaction associated with that.

When taking into account these findings, a connection can be drawn between the time it takes to
produce an outcome, the amount of money it costs for both materials and the person’s time, and the
overall aesthetic desirability of the outcome. To visualise this, the researcher has created a graph of
what they personally believe is the correlation (see figure 6 below).

Using a numerical scale (of 0 being the lowest and 10 being the highest score), traditional
craftsmanship has been awarded highest aesthetic appeal, time to produce and cost; with digital
technologies having the least time, price and aesthetic score; and lastly digital craftsmanship being
awarded a middle value across the 3 areas.

B ‘Traditional crafismanship Digital craftsmanship

Digital technologies
10 ~—

lime Price Aesthetic

Figure 6 authors (Burton 2025) own graph showing potential correlations between time, price and aesthetic.

Methodology

For triangulation and justification of methodologies see appendix N.
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Questionnaire analysis

The primary research involved the creation of a questionnaire (see appendix) with 22 questions to gain
the public’s view on traditional craftsmanship and digital technologies, but especially connections to
cultural heritage, personal experiences, and desire to learn new techniques.

The methodology calculates 43 responses through percentages and thematic analysis of free text-
based answers.

Figures 7 and 8 detail the age ranges and the locational demographic of the participants, ensuring that
a range of participants were used in the study.

14. How old are you? Responses: 43

18-21 26% (1)
22-25 26% (1)

26-35 16% (7)

36-50 2% (1)
50-70 30% (13)
70+ 0% (0)
Figure 7 demographic results from questionnaire
16. Where do you live? Responses: 43
Urban/City 23% (10)
Suburban/Town 53% (23)
Rural/village 23% (10)

Figure 8 demographic results from questionnaire

13



Figure 9 details that 63% of participants believed that they were very or somewhat familiar with
traditional craft techniques.

17. How familiar are you of traditional craftsmanship techniques? (e.g.

) A . ¢ Responses: 43
pottery/woodwork/carpentry, weaving, textiles such as rug making and embroidery)

@ Very familiar - 14% (6)
@ Somewhat familiar - 49% (21)
@ Slightly familiar - 23% (10)

@ Not familiar at all - 14% (6)

Figure 9 results from question 17.

When comparing this with question 18, where only around 30% of participants had actually
experimented with a form of craftsmanship (appendix D), and only 10% for more than a year, this
shows that the participants have mostly heard of them but not actually tried any themselves, this is a

potential threat for the future as if it keeps going this way as the numbers of practitioners could
decline.

19. Traditional craftsmanship often creates tangible Cultural heritage (things that we can store
or physically touch) that tells a story of the past, representing the traditions, beliefs, and
values of a particular community.

20. How important do you think it is to preserve traditional craftsmanship techniques for future

" Responses: 43
generations? B

Responses: 43
To what extent do you agree with the iti ip represents an
Neutral . 2%

Less important 0% (0)
Somewhat disagree 0% (0)

Not important 0% (0)
Strongly disagree 0% (0)

Figure 10 results from question 19 Figure 11 results from question 20

All participants agreed that traditional craftsmanship represents an important part of cultural heritage
as well as believing that it is important to preserve techniques for future generations. This shows that
there is an understanding of why losing the connection to cultural heritage could be the first step into
losing traditional craftmanship techniques.

14



25. If traditional craftsmanship skills were available in your community, would you be

Responses: 43
interested in learning them? :

Yes 58% (25)
Maybe 30% (13)

Figure 12 results from question 25

Moreover, question 25 shows that 58% of participants would be interested in learning traditional
craftsmanship techniques if they were readily available in their community and 30% being unsure.

26. If answered yes in the above question, would you still be interested if it took months/years

Responses: 43
of commitment to learn the craft technique? i

Yes 30% (13)

Maybe 51% (22)

No 19% (8)

Figure 13 results from question 26

Leading on from question 25, 26 asks whether they would still be interested if this took months/ years
of commitment, as stated in the findings by (UNESCO 2019). This timescale is an accurate
representation of the amount of commitment needed to engage with learning a skill or technique.

The results now indicate that approximately half of those that said yes have changed their mind with
now only 30% answering yes. In the following question they were asked to explain their answer, using
thematic analysis. It is shown that ‘a busy lifestyle and not having enough time’ was the reason for 33%
of responses, however 21% of participants argued that if they enjoyed it enough, they wouldn’t mind
about the timescale of learning, and it was more about the satisfaction of completion, and being
creative, relating to (Sennet’s 2008) idea of craftsmanship being the combination of “the heart, hand
and mind”.

Afurther 7 % people said that they don’t have the patience to spend that amount of time on something
new, “I get easily bored” which links back to the findings of (SOMOGYI 2024) and wanting to spend as
little time as possible on something but also wanting to see results instantly and not to slow down and
enjoy the process.

Out of 43 participants, 14 answered that they had a personal connection to an area of craftsmanship.
When looking at only those 14 responses and their answer to question 25, 12 answered ‘yes or
maybe’, potentially showing that a personal connection to a craft could be a driving factor to
encourage learning one themselves.

15



The responses to question 28 are detailed in figure 14 below with 67% agreeing with the statement
and 33% being not sure or disagreeing.

28. To what extent do you agree with the statement “as technology advances, traditional

. . " Responses: 43
craftsmanship will become less relevant

Strongly agree 30% (13)

Somewhat agree 37% (16)

Neutral 12% (5)

Somewhat disagree 14% (6)

Strongly disagree 7% (3)

Figure 14 results from question 28

The participants were then asked to explain their opinion. Some of those who strongly agreed stated
that “As technology develops human skills aren’t needed as much and new skills and techniques are
being developed to create things” (participant 15) suggesting that the having the option of a digital
and automated processes are more desirable than human skills.

Another statement was “it seems like a waste of time to a lot of people to spend days on something
doing it by hand if technology can do it for you in a matter of minutes or hours” (participant 24) which
takes upon the idea of Tsugite’s joinery method, a digital tool that takes very little time to customise
and then a machine creates the outcome as opposed to doing the entire process by hand.

In contrast to this, those that strongly disagreed stated “As technology advances, people will realise
what has been lost to it, and would want to reconnect to the craftsmanship telling the story of their
ancestors (humanity in a world of robots)” (participant 12) suggesting that we have to lose something
to understand its importance, which in some cases could be deemed to be true. However, at present
5 Crafts have been deemed extinct in the UK and 63 more extremely and 84 relatively close to
extinction (Heritage crafts 2023). Most of these crafts have very specific processes that would need to
be taught by a someone with great “skill and tactic knowledge” (sennet 2008) and once they are lost
it could be near impossible to revive them to the same standard.

Another participant that also strongly disagreed stated “I think a lot of people admire and value
traditional crafts, and there seems to be continued interest in the traditional/historical aspects of
crafts. In this country, this is valued highly. | think that funding and finances will dictate whether people
can continue to develop and work in this area” (participant 29). This viewpoint relates well to recent
times. Through either the pandemic or cost of living crisis’, individuals are having to make informed
decisions as to whether a particular career path can support them financially, and unfortunately unless
you are in a small percentage of people considered to be extremely skilled, a full-time career in
traditional craftsmanship is often not finically feasible for most individuals.

16



Focus group one analysis

The focus group aimed to continue to explore themes defined in the questionnaire such as the idea of
time of production, and handmade vs machine made price points and aesthetic desirability.

Initially, the participants were asked to decide which of the products (out of two each of wood, ceramic
and glass) were handcrafted and which were machine made. The participants could easily decipher
which ones where handmade which is detailed in the analysis of the discussion below.

Figure 15 Image of products used in focus group one

Perceptions of Handmade vs. Machine-Made Products

The Participants identified key characteristics that made handmade products distinguishable from
machine-made ones. For instance, the handmade items were perceived as more "organic" and
"unique" due to their irregularities, such as “visible ridges” and “imperfections”. With one participant
suggesting that “it’s almost as if you can see their finger prints (in the clay)” which suggests the
presence of human touch, which contrasts with the uniformity of machine-made products.

Price Point and Value Perception

The focus group participants were also asked about the price points of handmade versus machine-
made products. Interestingly, despite some of the handmade items being significantly more expensive
than their machine-made alternatives, participants expressed an understanding of and appreciation
for the higher pricing associated with traditional craftsmanship. One participant noted that the

17



uniqueness of handmade products justified their higher price, as these items would likely be produced
in limited quantities, making them more valuable.

Participants also highlighted how the price point influences their purchasing decisions. Handmade
items, despite being more expensive, were suggested to be worthwhile investments, particularly if
they could increase in value over time or be passed down through generations. This sense of heirloom
pieces is an important factor in the appeal of handcrafted products within the interior design and
decoration industry.

Another point of discussion was whether a recognised company or designer may be able to command
a higher price point than, for example, an unknown individual craftsman, who may be offering the
same product in terms of aesthetic and quality, but not having the association of a recognised name.

Consumer Preferences for Handmade Products in Historical and high-end Projects

Lastly the participants were asked to consider a current live project with a lord, of which the
participants agreed there was a strong preference for handmade items. Participants believed that
handmade pieces, especially those with unique qualities, would be more suitable for historical and
personalised spaces. One participant also stated that “you wouldn’t put anything from lkea in his
home”, suggesting ‘off the shelf products’ would not fit with the aesthetic or the cultural and heritage
authenticity of the space.

18



Focus group 2 analysis

A second focus group was conducted by the researcher to further explore the correlation between
price, time and aesthetic.

To begin, the focus group the participants were asked to rank interior decoration and furniture along
a scale of what the group agreed was the most to the least aesthetically pleasing interior products
based on their opinions.

Details about the products used in this focus group can be found in appendix ... where case study
sheets were created for the researchers reference during the focus group.

Figure 16 shows how the group ranked the products from most to least aesthetically pleasing.

Figure 16 demonstrates the outcome of the first stage, here they have ranked a digital hybrid crafted
product as the most aesthetically pleasing and a traditionally crafted chair as the least. This finding
contradicts figure 6 (Burton 2025) which suggests that often hand-crafted products are deemed more
aesthetically pleasing than digitally made alternatives.

Figure 17 shows how the group ranked the products from most expensive to cheapest

Next the participants were asked to rank them from what they deemed the most to the least expensive
based on only their aesthetic qualities and no other information. As seen above in figure 17, they have

19



kept the mirror they chose as most aesthetically pleasing in first position deeming it to have the highest
price point, thereby showing that connections are made between the look of an item and its price.

Furthermore, participants did think that the hand-crafted chair seemed to be “made of good quality”
and moved it up from least aesthetically pleasing to be, in their opinion, the 4" most expensive. This
shows the subjectivity of the price/time/aesthetic correlation, as it can be largely subjective and down
to individual taste, but overall shows that the participants could spot that the chair looked “expensive”
and that “a lot of time had gone into making it” despite not being to their personal tastes.

figure 18 shows the correct order of most expensive to cheapest

Next, the price of the items was revealed to the participants, and as shown in figure 18 the items were
reordered to their correct pricing scale. The participants were very surprised with the cost of most of
the items, with most of them being a lot more expensive than they first thought. One participant said
“we’ve never had to work with a budget before” (during 3 years of interior design and decoration
studies) suggesting that they don’t have a realistic grasp on how much items cost.

Figure 19 what the group believed to be hand crafted, digitally made or a mixture of the two.

For the final rating, participants were asked to group the items into 3 sections, into what they believed
to be completely hand crafted, completely digitally made, or a hybrid of the two, as shown in figure
19.
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They believed that the (Rekrill 2024) bowls were hand crafted (believing them to be made of clay),
despite having an entirely digital process of turning orange peel into fibre that is then 3d printed with.
Moreover, the cost of these bowls is £42, which is the cheapest item from the focus group, which
contradicts their statements that something which is handmade is often a priced a lot higher.

Lastly participants where asked questions which encouraged discussion about the activity

The group were particularly surprised about the (Rekrill 2024) bowls were not handmade as one
participant stated “the shape looks organic” and were surprised that could be achieved using a 3D
printer.

Furthermore, the participants agreed that it seems easier to be innovative when using digital
technology, as shown in the above example. With one participant stated “you can’t make that fibre by
hand” and that it’s a completely new but also separate process, that is not trying to replace a
traditional one.

The group also stated they would expect to pay less for products made with digital technologies, due
to the idea that once the digital design or CAD file is created, it can be replicated as many times as
possible with no more (human) time spent on it. Therefore, would expect to pay more for handcrafted
products due to an individual being only able to make one at a time, “your expected to pay more for
someone’s time”.
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Hybrid company Interview analysis

The interview gained an in-depth insight into a hybrid interior and exterior decoration company’s
processes, thoughts and opinions on topics explored in the literature review and other primary
research methods.

Topic/theme Q. no Response

Timescales 2 Moulds are made in a woodshop where profiles and mouldings
are handmade to suit the clients specifications

Timescales 3 UV curing machine — used in our mould production which

reduces the time taken for varnish to cure by up to one week.
The result of using UV curing is that we can improve delivery

times

Timescales 3 CNC machining — CNC machining is used to produce the frames
for moulds... reduces the time of mould production

Timescales 11 often project deadlines mean knock-on costs when something

isn’t delivered by a certain milestone. This means that the cost
isn’t necessarily associated with the product alone.

In some cases, production times can be more important than
cost or even finished quality.

Tradition 5 We are grateful that traditional crafts exist as in many cases they
cannot be replicated
Tradition 6 the short answer to this question is ‘no’ however | do also

believe that there is enough people willing to learn traditional
crafts to meet current demands.

Tradition 6 providing that demand from consumers is present. In almost all
ways, the future and integrity of traditional crafts all over the
world is, as consumers, the responsibility of us all.

Tradition 6 individuals learning traditional skills find fulfilment in their craft
as a vocation rather than a profession.

Tradition 10 Maybe. But | have a feeling that you’d really be buying into a
story or a feeling.

Digital 1 has invested heavily into more modern technologies. This is with

technologies a focus on Health and Safety and improving the quality and
efficiency of our finished products

Digital 4 Using the CAD model, we had a digital 3D render produced for

technologies our website.

Digital 5 Where new methods are available, we are equally grateful that

technologies that more people are taking an interest in modern technologies
and looking to the future.

Digital 6 Developing technologies are quickly reducing costs to

technologies craftspeople and subsequently the price to customers.

Digital 6 Where modern techniques can not improve the finished quality

technologies of goods, traditional crafts will continue to survive.

Digital 9 . Whilst the technology is not quite at the point of helping our

technologies industry on a practical level, the advancements mean that one
day it may be able to

Digital 9 but there are many scenarios where we could see 3D printing, in

technologies its current but improved guise, as a useful tool.

Cost 6 Developing technologies are quickly reducing costs to
craftspeople and subsequently the price to customers

Cost 6 The motivational factors will, more often than not, be more than
money

Cost 10 The answer can’t be narrowed down into ‘yes’ or ‘no’. It
depends.

Would you pay more for a new product made by hand if the
quality was worse than something priced lower and more readily
available

Cost 11 whilst customers want the finest quality they can afford, often
project deadlines mean knock-on costs when something isn’t
delivered by a certain milestone. This means that the cost isn’t
necessarily associated with the product alone.

In some cases, production times can be more important than
cost or even finished quality.

Figure 20 authors own (Burton 2025) image of a table showing key findings from the interview.

The results have been sectioned into 4 main areas, cost, timescales, digital technologies and tradition.
Key statements added to the table seen above, figure 19.

The company agrees that it values traditional techniques and notes that “in many cases they cannot
be replicated” however where digital technology can offer faster production times and improve the
efficiency of their business, they favoured it more.
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The company also states that they have “invested heavily” into digital technologies such as CNC
machining, UV light curing (for stone) and in some cases 3D printing. In terms of 3D printing, they
stated that the technology “at the stage” of being beneficial to their business, they appreciate that
“with advancements” it may one day be a useful tool, which seems to agree with the 23statement
made by (Barratts 2023) of being excited about the innovation.

Furthermore, time is a recurring theme across many of the responses, question 11 asked- Do you think
customers draw a connection between the time it takes to produce something and its price point? If
so, do you think this is greater when something is made by hand?

To which the company stated that “production times can be more important than the cost or even the
finished quality” (of the product). A somewhat surprising statement as the overall conclusion from
both focus groups was that the aesthetic was deemed the most important factor.
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Conclusion

With the topic of craftsmanship and its place in the interior design industry, both complex and
subjective, the answer to this papers question ‘Can craftsmanship work together harmoniously with
digital technologies within the interior design and decoration industry?’ cannot be simply answered,
though through both secondary and primary research the paper can make the following conclusions.

A better understanding of craft techniques in the education system, with the support from local
organisations to encourage the younger generation to explore traditional ways of making from a young
age. Which could give individuals the time needed to practice and perfect a skill. So that when at the
age of looking for employment they may be able to turn their skill into a profession, which in turn helps
keep craftsmanship thriving in industry.

Furthermore, Craft techniques that are at risk, although sad, may simply not be revived in modern day

society due to machine made alternatives being cheaper and quicker to make for the same aesthetic
appeal.

. Iraditional crafismanship Digital crafismanship

Digital technologics

. Traditional crafismanship Digital craftsmanship

Digital technologies
10

Time Price Aesthetic
Figure 6 authors (burton 2024) own graph

Time Price Aesthetic

Figure 21 authors (burton 2025) own graph revisited

After completing the primary methodologies, the researcher has revisited the graph made at the end
of the literature findings. Although the time values have remained almost the same, both the price
and the aesthetic factors were ranked closer together. This could suggest that, although not there yet,
the aesthetic appeal of all 3 methods of creating outcomes could be similar, meaning that time and
price but more so time could be the biggest deciding factor as to which process to use. With this idea
backed up by the statements made the interior and exterior decoration company, that “in some cases
production times can be more important than the product itself” (Interview participant 2024)
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Finally, to answer whether both digital and traditional techniques can co-exist in the interior design
and decoration industry ‘harmoniously’ the answer is extremely subjective but could be categorised
into certain conditions.

Does the addition of a digital technologies mean that a craft technique does not go extinct or create a
more accessible way of learning craft to the next generation of creatives? Does the addition of a
opposite technique creates a positive effect on areas such as manufacturing times and costs or provide
new and innovative creative outcomes? If the answer to these questions is yes, then this paper believes
answer to its question is also yes.

Recommendations for further work

For recommendations for further work please refer to appendix O
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case study of glass engraving use of laser etching glass heart, glass i laine https:// i the-glass-heart/

Taxon: a Language for Formal
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to discuss the potential of digital Exploration of Craft, Digital hetps://direct. mit.edu/leon/article-abstract/46/1/4/45554/Hybrid-
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Modding the Pliable Machine:
Unpacking the Creative and Social
the possibilities of digotal craftsmanship Practice of Upkeep at the
digital hrough maker spaces Makerspace https://dl.acm.org/doi/10.1145/3527927.3532804

digital technologies
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explaination of additive and subtractive
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why we should use craft practice, not just and innovation through traditional
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digital https://openresearch.ocadu ca/id/eprint/2658/1/PUBLISHED
fabrication and virtual reality 21 icl f

Collaborative craft through
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defintion fabrication and virtual reality  RTD2019 article%2016 pdf
Exploring the Future of Al and httos://www esquire.com/uk/eulture/a45626158/ai-and-the:
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A Design Thinking-Based Study of
the Prospect of the Sustainable
Development of Traditional
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Digital Tool for Knowledge
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Heritage in the Category of
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cultural heritage Thailand 90129802 pdf

craftsmanship pros
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cultural heritage

Craft between tradition and https://ir com/co iournals/10.1386/crre
a sense of achievment through craft emotional connections adaptation _00048 2

hitos://static1 squerespace.com/static/5784b8d1b8a78b20
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preserving and defining cultural heritage CULTURAL HERITAGE € WestiDean Conferencetpack printed.pdf
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Can traditional craftsmanship work together harmoniously with digital

technologies within interior design and decoration?
Participant information

13.Please write your name as a signature Responses: 43

1.Do you give your consent? Responses: 43

Informed consent form

2.1 have been told about the purpose of this project, and | understand this Responses: 43

3.1 have been able 1o ask questions about this project and my participation in it Responses: 43

4.1 voluntarily agree to participate in this survey. Responses: 43

5.1 understand | can lea

e this project at any time without question Responses: 43

6.1 know the data given is anonymous and will not include any of my personal
Responses: 43

information or details.

7.1 agree to contribute my answers in a written format on this survey. Responses: 43

Confir m 100%

8.The use of data in research, publications, sharing and archiving has been

Responses: 43
explained to me.

9.1 understand that over researchers will have access to this data only if they
agree to preserve the confidentiality of the data and if they agree to the terms | Responses: 43
have specified in this form

cone m

10.1 agree 10 the use of direct quotes in publications providing anonymity is kept Responses: 43

Confir 1009%

11.1 understand that my answers will be used in reports, publications and other
Responses: 43

s m

research outputs.

12.1 alongside the researcher agree to sign and date this consent form, Responses: 43
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17.How familiar are you of tradibonal craftsmanship techniques? (e.g. 1 once dd potiery

potteryoodworkicarpentry, weaving, textiles such as rug making and
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Shghly tamiiar

Not tamdiar at all

18.00 youhave you personally taken part in any craft techniques, f 50 what are
they, and how long did you do this for?
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19.Traditonal craftsmanship often creates tangible Cultural heritage (things that
we can store or physically touch) that tells a story of the past. representing

the traditions, beliefs, and values of a particular community.

To what extent do you agree with the statement “waditional craftsmanship

represents an important part of cultural heritage?

Suongly agree

Somewhat agree

Neutral ™

Somewhat dsagree OW
Swongly disagree DR

o

20.How important do you think it is to preserve taditional craftsmanship

techniques for future generations?
Very imporant

Important

Neuwral

Loss important

Not important
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be interested in learning them?
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26.To what extent do you agree with the statement “as technology advances,

vraditional craftsmanship will become less relevant”
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APPENDIX C CONTINUED

35

Responses: 40



Sat
ncoverng it ance (03 kst

i very s Ane. GCSE
torgoeen
ey tacke sy 10 st

ow 1 repacate e

ot Bhone methas. et good
st

5 beng st

wsed

wpermakts. Tradivonat
CTuRmAna @ acther example of e dnconnect

contr e

ot wenatagy people wead be v ot
ety sac Decase | (hek couatiity wil be kst
Sad,
e

baen.
o beret

Gennety ute s

Sad, e ' ocesiaps. | el ey 1 & dying beoed

Omappormnd - 43 & thame | shits wun passed o

APPENDIX C CONTINUED

LINK TO THE PDF DOCUMENT

36



Flrps 4, How s B what . Whon T How ! 1.0 T ——r Y 61 radions 3 ¥ s 27 Prease eplan by Py ————

300 510 smewtnd e pl s st whit g o 52 Vioch o

Farby meros o e sesian
[ T
tomsatis

Sl B3 BCSE S S uosgasges | Vimpoiin ok otk Hasdbocuatbiess mbisghnting
iy BI  GCSE Fudbal oo Vegimpertan ’ iy 5

omae e Want o Impetans =

Tiacksontmase skating e s

[ S—— i ey

] B30 A evsad St vy Veimpertan et g a1 b o g L. Yt e st s s b oo s sy, Wt
] Lnsaiges Lo Stgpay Somechit speeimpeiten o inschedsmou v atotion  Tes Cue s sutranpons o gy ) g 1t
Vegimpurtan

e st
Vegimpertin Sacisimeda lags puch s by i

esympainan

i soms sspeuts oz parthere e 1o g e o e oot bt e

Do ety o manprcpe passinge

Vegimpertat 1y e s it i e Vi

e
Vemportat (b becatse echerogy has ke o ok £ gt e [Becaise we o e [Duse echockogs ol he ome e
s ! s i, e b v 4t o 4 k4

e

150 e the e
[T ——

A BT Pests Pl Yoy

APPENDIX D

THEMATIC ANALYSIS OF QUESTIONAIRE RESULTS

LINK TO THE DOCUMENT

37



Downloaded: 17/12/2024
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Informed Consent Form

Project Title: Trecitoral LratféSmanducd and

Focvs 9roob

| confirm that (please tick as appropriate and add your initials alongside):

my/'kzl fec,

L

1. | I have been told about the purpose of the project and | understandthis. lj
2. | I have been given the opportunity to ask questions about the project and my participation. [Zi
3. | I voluntarily agree to participate in the project. m/
4. | | understand | can leave the project at any time without giving reasons and that | will not be

questioned about why | have left the project. [j]
5. | The procedures regarding anonymity and confidentiality have been clearly explained to me

(e.g. not using my real name, so that anything | contributed to this project cannot be

recognized unless | give my consent; that only anonymised data will be shared outside the [Zl

research team).
6. | The procedures regarding data anonymity have been clearly explained to me(e.g. not

using my real name, so that anything | contributed to this project cannot be recognised). IZ
7. | | agree to the use of voice recording if telephone, skype or in-person interviews areused. [ﬁ
8. | The use of the data in research, publications, sharing and archiving has been explained tome. [j
9. | lunderstand that other researchers will have access to this data only if they agree to preserve

the confidentiality of the data and if they agree to the terms | have specified in this form. m/
10. | | agree to the use of direct quotations in publications provided that my anonymity is

preserved. [j
11. |  understand what | have said or written as part of this project will be used inreports,

publications and other research outputs. [Z]
12. | I, along with the Researcher, agree to sign and date this informed consentform. [Z]
Participant:

Researcher: Name Lo lu'Je éulhﬂ
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FOCUS GROUP ONE INFORMED CONSENT FORM
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So the question is all about traditional craftsmanship and whether it can work with digital
technologies in the interior design industries. So the focus group focuses on particular interior
decoration products. And just want to know your thoughts and opinions and there be some
guestions. So looking at these. Items on the table, so we've got woods, ceramic and glass. With two
of each. So which one do you think is handcrafted and which one do you think is machine made, for
each of the 3 categories? Feel free to pick them up and hold them.

So the wood one with the handle is handmade. The green one with the irregular edges is handmade.
And the blue vasel looks like it's hand blown. OK, great. So what is making it obvious that those are
the handmade ones?

They look a lot more organic. Yeah. And less perfect. They're still really cool (the other ones), but
they ( the handmade) look more unique. This one could be handmade, but it's still very much
something. | could have seen it like here, this one, you can see that. The thing doesn't curve, it's
actually on each side, whereas this one is precise and it's. Cut well.

With that little one as well (small green bowl), it's very perfect. Where as that one, You can see the
ridges and you can see how almost peoples fingers and how they've made it.

OK. So in terms of price point? This one. Is. £50 (handmade wooden bowl) This one is £8 (machine
made bowl) This one is £3 (machine ceramic bowl) And this one is £15/18(handmade cermaic bowl)
This was. This one was £50 (hand blown glass vase) or so and this one was £5 (vintage pressed glass
vase), so does that change your opinion of which one you think was handmade or does it confirm it?
| was surprised about the , small green bowl. It looks like anthropology, so | thought it would be more
expensive. Than £3

It definitely confirms it because | feel like when it's handmade you don't mind paying it because it's a
unique piece, whereas if that's machine made, there's probably thousands of them. Even if they
made a hundred of the handmade ones, each piece would be slightly different as well.

Think that these quite nicely into the next question as well, which thinking about the price, which
one would you be more inclined to buy for yourself? If you were buying them for yourself. | like the
handmade green bowl. It looks handmade, but it's still fairly reasonable (price). Do you think the fact
that the blue glass vase and wooden bowl with the handle are quite expensive, Does it put you off
purchasing them? If | had the money, | would rather buy the one with the handle. Because | feel like |
could make it look nice. Where as the other bowl | wouldn't buy because | don't know what I'd do
with it.

| do appreciate a vintage piece and something that's actually unique | so | wouldn't mind. So do you
think, The fact that someone spent quite a lot of time making them, do you think that makes the
products worth more than terms of price point?
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| think that because it just takes time and | understand that it's like a craft. And we know this is
designers that you have to pay for the time. So just thinking of another example, we're all currently
doing the live project with Lord Montagu. So what products would you choose for him if you were
specifying for a design? Definitely the handmade. Especially the word of basket with a handle. | feel
like because it's not wanted you would have if you got insert from Lord IKEA, he would have liked
that.

If you could get him a unique piece, he'd rather have that in his house and it feels more personalised.

And would you think the same goes for in terms of furniture for in his bedrooms? Do you think he'd
rather spend more money on something that's handmade and hand finished rather than something
that you can just buy off the shelf? Yes 100% | think it would fit in with his existing furniture as it's
very stately. If we had more time on the project, | would find some really unique. furniture and
textiles to fit in with the design. So | think earlier. There is a relationship between how long it takes to
make a product, the aesthetic and then also the price point. Do you think they work hand in hand
together? In terms of traditional handmade items, | think so. | think the longer that they take to
make, they have more of a unique selling point, which means the price would be higher if you were
to buy something from Armani very maximalist and really obscure because it was so unique, you'd
expect to pay more for it.

It felt like it to save the handcrafted things. Especially for homeware as well, you can buy that vase in
that vase. So if you've got like a tapestry. You could hand that down through generations. If you
invest your money. Into something that you know could go down into generations. And it would go
up in value. An it's a bit more of an investment.

How it looks effects the price point and it could also, depends on the brand. If you have a handmade
piece from a very small brand o individual, you might not be able to price it as much as bigger
brands. So if it was an individual on their own making hammer things as opposed to accompany a
well known designer. You think that they would not be able to price it is high. I'm not really
influenced by labels because. Because sometimes with the handmade things. The brands. Easily
influenced. | feel like social media, if you have a good social media, you can get higher prices for your
goods. It can enhance seasonal experiences, and it can make it more unique. And how many pieces
can be a bit more of a talking point. And it's not just a bowl. And it could be, where did you get it
from? And it's handmade. And it can be a conversation starter ather than just a product . OK. | think
that's everything. Thank you very much.

Appendix g

Focus group one transcript
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Informed Consent Form

Project Title: T/Qd'c‘(_t'o’\“‘ CIO\‘F\’SMQASWO and, ch

feacnnsloggeN  FTocool %.rooP

| confirm that (please tick as appropriate and add your initials alongside):

CDH‘Q_\

1. | I have been told about the purpose of the project and | understandthis. Z’
2. | I have been given the opportunity to ask questions about the project and my participation. zf
3. | I voluntarily agree to participate in the project. Z’
4. | lunderstand | can leave the project at any time without giving reasons and that | will not be

questioned about why | have left the project. Z
5. | The procedures regarding anonymity and confidentiality have been clearly explained tome

(e.g. not using my real name, so that anything | contributed to this project cannot be

recognized unless | give my consent; that only anonymised data will be shared outsidethe QI

research team).
6. | The procedures regarding data anonymity have been clearly explained to me(e.g. not

using my real name, so that anything | contributed to this project cannot berecognised). E/
7. | | agree to the use of voice recording if telephone, skype or in-person interviews areused. lzf
8. | The use of the data in research, publications, sharing and archiving has been explained tome. Izr
9. | lunderstand that other researchers will have access to this data only if they agree to preserve

the confidentiality of the data and if they agree to the terms | have specified in this form. zr
10. | | agree to the use of direct quotations in publications provided that my anonymity is

preserved. Zr
11. | I understand what | have said or written as part of this project will be used inreports,

publications and other research outputs. z/
12. | |, along with the Researcher, agree to sign and date this informed consentform. IZ/
Participant:
Researcher:
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Enlace is a work that connects algorithmic weaving
with the traditional craft of weaving in cane. We are
collaborating with Trame and Maison Louis Drucker
to craft physical objects from the generative output.
Each generative token can be used by the collector
to redeem a unique chair or a woven canvas from
Maison Louis Drucker, the historic Parisian chair
manufacturer. Enlace was released as part of the
Bright Moments Paris Collection on February 20,
2024. Production for redeeming token is limited to
December 31st, 2024,

Navette by Alexis André

Physicals Maison Louis Drucker
Each of the 100 digital outputs
(or tokens) can be used to
redeem a woven chair and/or
canvas from Maison L. Drucker.
The digital piece serves as the
unique weaving instructions for
their physical work(s).

Options: Woven chair(s) and/or
woven canvas(es)

Supply: 100 digital outputs with
no limitation on supply

Pricing: Chair $1250/£981.22
each / Canvas $550/£431.74
each

(Lasch 2024)

10 eht which todays market
value is £3,067.74

Navette explores a juxtaposition of the virtual and reality by fusing a
digital generative process and a physical loom. This collection offers a
voyage between the worlds, a shuttle weaving between the two.
Using a combination of digital techniques adapted for the physical
world, Navette plays with the notions of series and unique pieces,
but also of the inherent randomness of the digital realm—featuring
the infamous “glitch.” Generative art thus becomes a way of taking a
shuttle to the edge of a new universe...

(Trame 2023)
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REKRILL® an innovative
new biomaterial

List Price £42.00

Made of Rekrill® Orange, an organic

material obtained from the recovery of L
orange peels, this collection will enchant
you with its beauty and commitment to
environmental protection. Each piece is
the result of a state-of-the-art 3D printing
process, creating unique products that
stand out for their aesthetics and their
respect for nature

List Price £60-£100

GARETH NEAL

Digitally Woven,' a project that explores craft techniques in 3D printed recycled polymer.

Digitally Woven is a collaboration between Gareth Neal and The New Raw, which was funded by The
Better Factory though an EU grant. The printing method developed throughout this project pushes
the boundaries of traditional 3D printing. The robot manages to print in space (not in layers) whilst
still creating structural pieces, it uses a three times recycled polymer (a feat usually not attempted
due to the materials inherently unstable nature), uses less material and can be used to create a
variety of interesting forms. Digitally Woven was conceived through research into various crafts such
as knitting, crochet and weaving. This reference to traditional craft runs throughout the body of work,
from the tests to the final pieces.

(Neal 2023)
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£3676.07

£2000

\3
This piece has been thrown on the wheel, left to

slightly dry and then goes through many

different techniques using drawing, carving, clay

slips and sgraffito to create the intricate designs

onto the damp clay surface.

The decoration continues across the base which
is a very unusual and distinctive feature of my
ceramic art. Each piece takes many hours and no
two will ever look the same.

(Scull 2024)
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£3959

This desk is all about the details. With carved drawer
fronts, turned walnut pulls, and wedged tenons joining
the oak frame, this desk is the cream of the crop, even
having built-in cable management with accented
American black walnut covers. Three holes along the back
allow for cables to reach through to the mains, making
this piece not only beautiful, but practical.

Handmade in Bristol by the Konk team. We pride
ourselves on the quality of both our work and the
materials we use.

(Konk 2022)

£825

Sharland England original design hand-made wicker
furniture and accessories. From scalloped vases to
cocktail trays, consoles and chairs, add a little timeless
charm to your home. Every item is sustainably made
from 100% natural rattan, crafted by skilled artisans.
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With a bevel to the edge, this mirror is engraved with Daniel’s wild
Pheasantillustration.

This handmade mirror is 35cm across and is on a 15mm plywood
back with a painted sage green satin finish applied to the edge
and reverse. The strap is made from natural leather, and is held in
place with a brass fitting. The mirror comes with a matching
hanging fixture as pictured.

£175

APPENDIX |

CASE STUDY SHEETS USED IN FOCUS GROUP 2
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Can you confirm your name and that you consent to partake in this focus group please? Oh, yes (X6)

So the first task. There is pictures here and they're all of home furniture or home decoration pieces.
I'd like you to have a look at the see what you think of them visually and rate them from what you
think is most aesthetically pleasing to lease and then here, this can be a midway point. If you do it
together as a group that be great. You spread them out on the floor and place them along the line
how you wish. If you need to get up and say, that's fine. That's a tapestry rug. Its textiles. There
should be 9. Altogether. | think that one is one of the most aesthetically and least for me are those
two there And definitely that chair. And | don't like that voucher either. | love that voice that you
have your hand on. Just do it how you like. I'd put that flower vars second. You could always stack
them if you're unsure which one you think are the most you can put. 2 is like first places away. Happy
with that? I'll just take a picture.

Signal is what you think is the most expensive. And what you think is the least expensive? And just
write this from what you can see visually. Is it paper Mache? It kind of looks like decopague. It all
looks quite expensive 'cause this seems quite ornate. | think that could be quite expensive from the
way it's been made. It all looks so original so I'm not quite sure what would be the cheapest. mirror
as a material also quite expensive Mirror as a material also quite expensive, so that could be one of
the more expensive ones. | have got a clue. Yeah, weird shape things, always quite expensive. I'd
move that voice down a little bit. Maybe middle? To me it looks like paper mache. It looks like paper
on to the vase So that's cheap.

60 Ibs to 100 Ibs for the black vase is. This chair here is 981 Ibs. At this table here is 3676 Ibs. The
Wooden Table, 3959. The Brown Chair, 825. This is 2000 Ibs. The orange bowls are 42 Ibs. At this is
175 Ibs. Oh my God, we've done this so wrong. | think if you are someone that wasn't interior
designer creative, they would do it correctly because we went for things that are easy. To make Also
we've never had to specify to a budget before so. Wait one show about prices of goods? Does this
put into perspective how expensive things can be? Or are you surprised by any of the prices?
Surprised by all of them, especially the blue chair. What, specifically, was surprising? | think it looks
quite cheap. And easy to make. And you could have made that ages ago. Like in history. It looks like a
kids chair.

Very last price, OK. So very last one. So now I'd like you to order them in what you think is hand
crafted. Or what you think has been made by solely by digital technology and then the half way could
be made through a little bit of tech and a little bit of handmade.

Is. | made. | mean, | guess, well | got anything they would have drawn up. They would run out. The
machine matched that. The tapestry might be like the tapestry might be tufted. Does it look like it's
homemade? It could be a. Files will be. The force is definitely homemade. The table is down here for
digital. | would say the table in the middle. Yeah, that in the middle of a bit of both. Yeah, the
machine cutting stuff and then put it together by hand. Yeah, | think that shape would be
homemade, the bottle.

OK, so you're pretty much almost spot on. The only one that is, uh. Is this 1 here? This one is a
middle one. What classes it is middle? It's hand drawn and then a digital file is made from that which
is there laser cut with. So combining the hand drawn with the digital. This chair is row company from
Inlays. So this work uses algorithm riffic weaving. So you format the we've digitally how it will look.
And then that's the final result. And then they transfer that file and then it's created by hand. To the
actual practise of making the pattern is done digitally. This one is random computer code that makes
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the pattern. So that pattern is not been thought about individual, it's been thought of by a computer
code and then it's connected to a loom that then weaves it together. So the colours of the passenger
created by computer. And then these are obviously all completely hybrid. Add all of the detailing at
the front of the wooden table is handmade. Oh, this is ham paid to the hanging half clay at the
Chinese completely hand wavered. Is there anything you are surprised about that? The Orange Bowl
is the most interesting. Because you had to see more organic shapes like that in pottery. You would
think the shape is digital rather than handmade. Also. Thinking about this one, because it's made
from orange peel, do you think that the use of digital technologies, it gives a product a bit more
innovation than perhaps a more traditional technique? That have been around for centuries. So do
you think it's more innovative? Bye. This is a good use of digital technologies because you couldn't do
that by hand and it's. A good use of technology because. It's. Um. Creating its own industry rather
than trying to take over another. And it's not like you could create the orange peel. Material by hands
and that can only be done by a machine. That's not replacing a handmade craft, that's creating a new
thing entirely. It's not trying to replicate something, it's trying to create something new. Would you
expect a? To pay less for something that uses digital technologies as opposed. To something that is
hand done. Yes, | think it is best to pay for people's time. What about? If it takes. Someone the same
amount of time in the process. To form a digital outcome. As it does someone to do an outcome
entirely by hand. For example, people creating CAD files. To them 3D print with. Well the difference is
once you made the CAD file, you can make that 1000 times. The same thing. And someone can't sit
there and make 1000 things of the same thing. So yes, it takes time to make it, but then once it's
made you can keep making. So do you think you would rather spend the money on something
handcrafted because it's a unique one of item? Yes, because it seems like the the person or the
company deserves the money more and has. Almost answer an it's good to support smaller
independent people rather than bigger corporations. Yeah, you feel like you get spooked back. In
terms of buying something. So yes, it takes time to make it, but once it's made it takes nothing. You
just had a good thing by supporting them.

Final question. May be aimed more at those that are studying interior design. If you were. And you
had a client and you had to recommend products. What kind of area would you naturally go to?
Folks, it would depend on the client. Yeah, it depends on the client, because you'd see what they
already had. And. You'd be able to see if they've got decorative rugs and things like that. And then
they would probably like handcrafted things. Do you think digital things seem to have a bit more of a
modern look then? And then also they seem a bit more sustainable. Such as the orange vase. What
do you tell him? Products. Is your focus on the aesthetic? The price? Or the how it's been made. Our
aesthetic is our focus is the aesthetic. OK. | think that's everything. Thank you very much, guys.

APPENDIX J

FOCUS GROUP 2 TRANSCRIPT

49



Partici inf —

This study explores the processes and practices used by companies and individuals, and whether traditional craftsmanship techniques can work
together in a harmonious way with digital technologies.

Before you accept my invitation to participate in a research project titled “can traditional craftsmanship work together harmoniously with digital
technologies in the interior design and decoration industry?” It is important that you are aware of what it will involve from you.

Please read the followinginformation, which you are free to discuss with others if you wish to. If you would like any more information or
clarification, please contact me:

Name- Louise Burton
Email - 4burtid0@solent.ac.uk

What is the study about?

The study i ig how panies or individuals use different techniques to create goods or products, it focuses on those that use techniques
which are viewed as traditional crafts, those that use technology based and those that combine the two; and their rationale behind using these
techniques. It also investigates whether certain practices attract certain demographics of consumer.

Who will conduct the research?

Researcher - Louise Burton

Research team - This study is conducted by Southampton Solent university

Why have | been asked to take part?

Due to using practices or techniques in your work which are either traditional, technology based or a hybrid of the two.

What would | be asked to do if | took part?

If you decide to take part, you will be emailed a list of questions and asked to fill out your answers to then be emailed back to me, | am happy for you to
do this in your own time but politely request these are returned to me within 5 working days where possible.

What sort of questions would | be asked?
If you decide to take part, you will be asked questions about your practice and the reasoning and rationale behind using certain techniques.
Would the interview be recorded?

As this interview will be conducted through email, there will be no audio recordings used, however your answers will be kept on my password protected
university email account and OneDrive.

Do | have to take part?

Participation in this research is entirely voluntary. If you decide to take part, you will be asked to sign a consent form.

Can | change my mind about participating in this h?

You are free to withdraw from the study at any time without having to give a reason. If you withdraw after the research activity has taken place, it may not
be possible to destroy or remove data that has already been processed, depending on the timeline. Please communicate your decision to withdraw
within 24hours after the research activity has taken place.

Would my taking partin the h be kept f 2

All the information collected during the research will be kept confidential, as outlined in the consent form.

Would | be paid for taking partin the research?

Participants will not be paid for their involvement in this study.

Has the study been subject to ethical review?

This study meets the ethical standards laid out by Solent university ethics policy and procedures.

Who should | contact if | wish to make a complaint?

Any complaint about the way you have been dealt with during the study or any possible harm you might have suffered will be addressed. Please send
your complaint to the person below who is a senior university official entirely independent of the study: UG,PGT or PGR student projects: head of student

achievement, academic services, Southampton Solent university, East park terrace, Southampton SO14 0YN; 02382013200 Staff projects: chair of
research and innovation committee, Southampton Solent university, East park terrace, Southampton SO14 0YN; research.innovation@solent.ac.uk

Do you agree to the above and want to proceed with the interview? If yes, tick the box

APPENDIX K

INTERVIEW PARTICIPANT INFORMATION SHEET
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Participate consent form (please tick if applicable)

Can traditional craftsmanship and digital technologies work together harmoniously in Interior Design and
Decoration?

1- I have been told about the purpose of this project, and | understand this. m

2- | have been able to ask questions about this project and my participation in it.zr

3- | voluntarily agree to participate in this interview.

4- |understand | can leave this project at any time without question Er '

5- | know the data given is anonymous and will not include any of my personal information or
details. Era

6- |agree to contribute my interview answers in a written format and to then send these back to
the researcher as an email or word document.

7- The use of data in research, publications, sharing and archiving has been explained to me. m/

8- lunderstand that over researchers will have access to this data only if they agree to preserve
the confidentiality of the data and if they agree to the terms | have specified in this form. Q/

9- |agree to the use of direct quotes in publications providing anonymity is kept. Z/(

10-1 understand that my interview answers will be used in reports, publications and other |
research outputs.

11-1 agree to sign and date this consent form. Q/

I- ___ have read the participation and consent form, and | knowingly permit

Mm_the full use of this information and authorise her to publish this information in

an academic paper.

/
Date: 17 ‘B&- Z(‘.

Interviewee signature

APPENDIX L

INTERVIEW INFORMED CONSENT FORM
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1 Please describe what products you create or what service you provide?

_is a renowned manufacturer and supplier of cast limestone. Cast limestone is an
alternative product to natural stone and can be used for a variety of purposes. It is often used as a
more cost effective solution, compared to natural quarried stone, although there are other benefits

beside costs. These include _ and the ability to cast items into the material

such as reinforcing, fixings, pipes for water features etc.

- have two distinct sides of the business; Home and Garden, which offers various
product ranges, including planters, water features, statuary etc. and, Building and Construction which
supplies stone mostly for luxury residential projects.

Although only making up a small portion of our overall business, we also specialise in heritage and
replication work where we can contribute to restoring historic and important buildings, estates and
stone features.

2 Please explain in as much detail as possible your process and what techniques you use?

The manufacturing process starts with mould manufacture which we ultimately use for casting the
stone. This process in controlled in house and can use one of two techniques:

Timber moulds. Moulds are made in a woodshop where profiles and mouldings are handmade to
suit the clients specifications. Timber moulds are mostly used for bespoke projects which makes up

about 70% of our Building and Construction orders.

Fibreglass and rubber moulds. This type of mould is used for more intricate designs where the stone
could not easily be removed from a timber mould. We use fibreglass moulds for all our standard
Home and Garden designs. The durability of the fibreglass helps the moulds withstand hundreds of
castings with regular maintenance.

Following the mould manufacture, the stone is cast in one of two ways:

A semi-dry cast limestone. This material type consists of a natural limestone aggregate, sand, cement
binder along with various additives for waterproofing to prevent damage to the stone in freezing
conditions. This material has a low water content, with the consistency of damp sand. The mix is
hand compacted and compressed into the moulds

A wet cast limestone. Again, this material type consists of similar raw materials. The wet cast
limestone is much more fluid and the self-compacting mix is poured into moulds.

Finishing:

In both cases, the mix, once poured, is left in the mould for a period of 24 hours before being de-
moulded.

The semi-dry cast stone is vapour cured (steamed at a low temperature), giving the cement 14 days
strength over night

Wet cast limestone is acid washed to expose the natural limestone aggregate. Any air bubbles left by
the casting process are then filled

Both materials have a surface texture similar to different stone types.
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Both materials have a surface texture similar to different stone types.

3 Would you say your techniques or processes are considered to use traditional craftsmanship,
digital technologies/machines or a hybrid of the two?

Whilst the production process is a traditional one, utilising the skills and experience of craftspeople,
over recent years I - s invested heavily into more modern technologies. This is with a
focus on Health and Safety and improving the quality and efficiency of our finished products. | have
outlined some of the advances in technology below and the reason why we have adopted these
methods:

UV curing machine — used in our mould production which reduces the time taken for varnish to cure
by up to one week. The result of using UV curing is that we can improve delivery times

Vibrationless stone packing aids — we have had anti-gravity packing aids specially developed and
installed to replace pneumatic rammers. These new tools improve efficiency and prevent vibration-
related conditions developing in operatives, improving our standards for welfare and health and
safety

Conveyor belt rolling systems — prevents the manual movement of heavy stone pieces. This reduces
the requirement for manual lifting

Vacuum crane — as above

CNC machining — CNC machining is used to produce the frames for moulds. Whilst the intricate
details and mouldings are handmade and constructed, the straightforward boxes can be cut using a
programmed CNC machine, This does not impact the quality of the moulds but _

3D Scanning — where detailed designs need to be replicated

CNC machining (outsourced) — where required, which is not too often, complex models (items such
as fountains) can be produced on complex, multi-axis, CNC machines by specialist companies. This
allows us to produce more complex and intricate designs. In the past, these designs would have been
hand-modelled by specialist sculptors at great expense. Whilst traditional sculpting methods align
with our company values, often the expense of these methods price us out of projects. This is a good
example of the balance which needs to be found with traditional crafts and the use of modern
technology. 3D modelling on specialist software is an art in itself, albeit a more contemporary craft.

4 Can you provide examples where you’ve successfully combined traditional craftsmanship with
digital technologies such as 3D printing or CNC machining? If you have not, please explain why you
have not needed to.

Please see the below case study which shows the restoration/replacement of a large water fountain.
This project was completed by Haddonstone some time ago:
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https://www. | GBIl < -cb/case-studies/stoke-park/

We have since created a new water feature for our standard range of products. This new feature was
an enlarged version of an item we already had in our range. Because this was the case, we had our
existing product 3D printed and digitally enlarged, we then had a model produced by an external
company who use CNC machining. Once the model was produced, we used the same traditional
methods, as outlined in the case study, to produce the moulds required

Using the CAD model, we had a digital 3D render produced for our website. The fountain can be seen
here:

https://www.haddonstone.com/en-gb/prod/quadruple-lotus-bowl-fountain/

5 How do you ensure that the use of technology enhances rather than diminishes the idea of
craftsmanship?

The technologies we use, whether or not outsourced, should be considered craftsmanship. Whilst
methods including CNC machining, photographic surveys and 3D modelling may not be considered
traditional, they do require a high level of skill. We are

Where new methods are available, we are equally grateful that that
more people are taking an interest in modern technologies and looking to the future.

6 Do you feel there is enough people currently willing to learn traditional crafts so they will not be
lost in generations to come? Please explain in as much detail as possible

| feel that the _ however | do also believe that there is enough
pecpleillingtellearntraditionalicraits toimeeticurrentidemands: \Whilst many traditional crafts are
adapting to new technologies, tools and ways of thinking, some may never be replaced. It is greatly
important that we continue to keep these alive_. l
almost all ways, the future and integrity of traditional crafts all over the world is, as consumers, the
responsibility of us all.

We should all consider the factors which may influence somebody to make a decision to engage with

traditional industriesiThe motivational factors will, more often than not, be more than moneyi In my
experience, individuals learning traditional skills find fulfilment in their craft as a vocation rather than

Where modern techniques can not improve the finished quality of goods, traditional crafts will
continue to survive.

7 How do you preserve traditional techniques while adapting to modern technological trends?

Does my answer to question 4 help with this?
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8 Have you faced any resistance from clients or craftspeople when introducing technology to
traditional designs? How do you address this?

Most of our items are unique to each project. Whilst, speaking for Haddonstone, some people do
take an interest in the process we emplo

9 Are there any emerging technologies you’re excited to integrate or see integrated with traditional
techniques?

3D printing is a process we are keeping an eye on. Whilst the technology is not quite at the point of
helping our industry on a practical level, the advancements mean that one day it may be able to. It is
hard to say exactly how (predicting technological capabilities is impossiblel) but there are many
scenarios where we could see 3D printing, in its current but improved guise, as a useful tool.

10 Do you think that products produced using digital technologies hold the same aesthetic and
price value as traditionally crafted products?

Thinking about how to answer this, | understand that this is a more open question than it first
appears.

The answer can’t be narrowed down into ‘yes’ or ‘no’. It depends.

11 Do you think customers draw a connection between the time it takes to produce something and
its price point? If so, do you think this is greater when something is made by hand?

This is true for our Home and Garden products. Every item in our range is manufactured to order to

the specifications set by the customeriWeVery rarely receive complaints about the delivery periods

For our Building and Construction projects, Whilst clistomers want the finest auality they can afford,

APPENDIX M

INTERVIEW QUESTIONS AND RESPONSES
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METHODOLGY

This study used 3 methods of primary research, a questionnaire, 2 focus groups and 1 interview.

A questionnaire was used to gain the publics thoughts and opinions on the topic of craftsmanship
and digital technology. Overall, 22 were used to gain the responses, with a mixture of multiple choice
and free text answers. There was a focus on questions relating to whether the participants had any
personal experience or connections to craft and also cultural heritage.

The study used a convenience sample strategy with the aim of getting to the target of 40 responses,
which is viewed as a desirable number in terms of qualitative data collecting. (Budiu and Moran
2021).

A focus group was conducted using a purposeful sample of 5 interior design and decoration students.
The choice to use current students in the study was to determine their understanding on craft
techniques and digital technology.

In the absence of interview responses, a second focus group was held this time with 6 participants.
Again, a purposeful sample strategy was used and 4 participants were interior design students and
the other 2 are studying another creativity-based degree.

Appendix n

Methodology justification
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Recommendations for further work.

The topic of this paper is extremely interesting and has many areas of research that can be explored.

To begin to further the work started in the paper,

More analysis of the questionnaire results could be made. With so many detailed and
interested topics mentioned by the respondents, this paper has only scratched the surface of
the findings.

To conduct focus group one with individuals not in creative industries, to determine whether
they draw the same connections between price, time and aesthetic.

Although 20 emails were sent to creatives and companies for a contribution towards the
interview methodology, and a further 5 agreeing to do so, only one company gave a
response to the question.

With more time, more individuals/companies could be asked. To gain a wider range of
responses. With the aim to gain a viewpoint from highly traditional practice, digital and
hybrid, which answered could then be analysed and compared against each other.

Further research not included in the paper could be as follows,

Experimentation with digital techniques and traditional. After that further experimentation
to see whether ‘pairs’ could be formed to create new digital craftsmanship techniques.

To demonstrate how current media, such as tv programmes, conferences, pod casts and
online videos, are discussing and also experimenting within this topic of research.

Appendix o

Recommendations for further work
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