What impact can critical design have
on consumer citizens and the way they
influence the social narrative?

Jessica Fisher
ID: 28004596

Contents

Topic Overview + Motivation for study

p2-7

Case Studies

p8-27
The Brief + Site Analysis

p28-33
The Concept

p34-39
Design Stategy + Approach

p40-43
Influences

p44- 49
Techtonics / Materials

p50-59

Critical Report

p60- 61



For me design research is relevant as it gives us the opportunities to speculate on
how we as a consumerist society can have an active role in sparking fundamental
change within the world we live. It enables us to use science and social studies
which question ideas about biohacking, politics, the environment, society and
government and manifest these into digital or physical proposals that act as a
catalyst for questioning these ideals by which we live. In their project Between
Reality and the impossible, Dunne and Raby wish to “facilitate reflection on the
kind of technology mediated world we wish to live in” and take into consider-
ation “the complex troubled people we are”’(Dunne & Raby, 2010) by applying
thorough research about the environment and the progress of technology to fix
their projects in the real world in order to make them resonate with consumers.

I have recently become very invested in the idea of critical design. Whether it
be architecture, product design, fashion design or even literature. I have become
fascinated in how spaces, objects and interfaces can be used to make people
think about the culture and politics of today and what that could lead to. I be-
lieve the year 2020 has made me a more considerate, sensitive and enlightened
designer. It’s highlighted to me the responsibility I have to create a foundation
for meaningful and fundamental change. It’s made me more passionate about
ensuring my design makes people think, not just about what’s happening in pol-
itics, or the economy, but how we behave as individuals and what sort of future
that is manifesting.

I would like to better understand how critical design can get individuals to seri-
ously consider the type of future we want, and thus the types of changes we have
to make within our lives to make this happen. Through this I am not seeking to
understand how critical design can predict the future, but instead how it can be
used to develop test beds for experimentation and a redevelopment of the social
standard in all areas of living. I want to further understand how small changes
and grass roots initiatives can be implemented into daily life and enable a mo-
bilisation of architecture and design that can provoke large scale enlightenment.

Through my research I am aiming to develop a broad understanding of critical
design as a practice and the different ways designers work within this special-
ism. It is important for me to take a look at more local and ‘grounded’ approach-
es to critical design in addition to more speculative proposals that take on global
issues of politics, economics and the environment.

For my design proposal / intervention I hope to develop a profound connection
to the space I am working with. Both in terms of understanding its importance
within the context of Sheffield and also understanding the value of the materials
and structures that inhabit the framework of the building. Exploration and devel-
opment through material interaction is a practice I feel will enable me to devel-
op a thoughtful and reflective critical design proposal/ concept and narrative that
will have long term potential outside of my project.

Figure 01. Object from the ‘Do you want to replace the existing normal?’ series by Dunne and Raby.
(Dunne & Raby, 2007/08).
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Figure 02. Diagram showing different emerging design approaches in relation to varying time
frames. Inner circle - design today, Middle - design for the near future, Outer - Design for specula-
tive scenarios. (Leon Karlsen Johannessen, Date Unknown).

Speculative design is a an umbrella
term that refers to a variety of types
of design and specialisms, as show in
figure 02.

I want to explore how design fictions
can be applied to thought experiments
and critical concepts as a way to
make individuals step back from real-
ity and question what it means to be
human and our role in governing that
discourse. Dunne and Raby refer to
the application of negativity through
design as a way to “Jolt the viewer
out of a cozy complacency that all is
well” (Dunne & Raby, 2014, p.43).

In further reference to the concept of
appealing to the citizen rather than
the consumer they state that they are
interested in “liberating this story
making potential... from purely com-
mercial applications and redirecting it
towards more social ends” (Dunne &
Raby, 2014 p.80). To design critically
proposals must appeal to the hu-

man side of consumers, their ideals,
morals and ethics, rather than “view
people as obedient and predictable
users and consumers” (Dunne and
Raby, 2014, p.38).

The phrase design fiction and
speculative design are used inter-
changeably, with design fiction being
considered a narrower topic. Dunne
and Raby refer to Design fiction as
“suffering from the issues associat-
ed with film props... a dependence
on referencing the already known”
(Dunne & Raby, 2014, p.100).

Whereas Bruce Sterling, the propri-
etor of the term, argues that “Design
fiction is the deliberate use of diegetic
prototypes to suspend disbelief about
change” (Coles, 2016, p.95). This
view promotes the idea that Design
fiction has a broader potential with its
application of the already known.



For critical design to be successful and thought experiments to be potent they
need to be anchored in reality, such as design fiction, as to humanise the subjects
they address. In doing this individuals are able to comprehend the full dimen-
sions of the proposal within a real world context, and thus develop a dialogue for
change and a consideration of what ideals we hold as citizens.

As Hiroko Shiratori remarks when talking on the topic of their project ‘Unusual
Objects’ they state “For this project I was looking at the possibility of the design
function to be ‘speaking to your heart and brain’” (Coles, 2016 p.114). For these
fictions to have an impact they must be routed in what makes us human; love,
fear, doubt, as Dunne and Raby put it, “To be human is to refuse to accept the
given as given” (Dunne & Raby, 2014, p.3).

Vilém Flusser has an interesting view on where the line is drawn between reality
and fiction as they state “The reality of the table is the sum of all the fictions that
shape it”(Coles, 2016, p.137). This idea brings to light the notion that everything
is fiction until materialised, or even that ‘without any objects, we are mere fic-
tion. More virtuality” (Coles, 2016, p.138).

Within my research and my proposal I do not wish to necessarily enter into a
debate regarding terminology or what can be classed as design fiction, specula-
tive design or critical design. Instead I wish to understand the extents to which
each can be implemented and what impact can be achieved. I wish to explore a
variety of examples raging from projects based in reality, that speak on a com-
munity level regarding social and political intervention, and also look at projects
that speak to humans on a more personal level to make us think about ourselves
within such narratives. My research will aim to look into such a broad variety
of projects as a way to help me develop a deeper understanding of exactly what
is most important to me, what issues I want to address or what social practices I
want to question. My hope is that in looking at such vastly differing projects for
my research, I will be able to take ideologies from each and reapply them into

the context of my proposal.

the handless tocls were designed to be manipulated with the faet by
a tokyo barber. he leost both hands as the result of an accident
sustained during his compulsory military service in the early meiji
period. the local community helped him develop the special tools,
allowing him to continue his profession.

i

Figure 03. Images from Hiroko Shiratori’s Unusual objects series. (Shiratori, 2006.)



Case Studies

Critical design is the practice of finding problems and suggesting possible
alternatives, as a way to explore the extents of critical design I plan to look at a
number different projects/ designers and how they interpret this meaning. Crit-
ical design in juxtaposition with design fiction often creates quite existential
narratives, that focus more on the dark side of future technologies as a way to
make consumers become less passive towards the world that is evolving around
us. Other designers take a different approach with critical design and focus
more on local issues and ask why aren’t we as a society actively questioning
the way we live, why are we so compliant to the rules society has decided on.

Figure 04. People cooking and consuming. (Studio Polpo, 2014 - 2015).

Studio Polpo is a social enterprise
architectural practice based in Shef-
field, who in 2015 with their project
OPERA questioned the complicit
nature of ‘[Mark] why we don’t

live in the city, why are we living in
houses that are provided for us, not
having so much of a say of the space
we are in’ (Nesbitt, 2015). OPERA is
a project that took over an abandoned
supermarket in the centre of Sheffield
and used it as a prototype for how
these empty spaces could be occu-
pied, and how we can benefit from
living in such a way that encourages
community and shared thought and
expression. The project is one that

in itself highlights the awareness
designers must have in acting as cat-
alysts to this type of change, ‘In the
same way we introduce unfamiliarity
into OPERA, this is a way for us to

introduce unfamiliarity into architec-
ture, or the processes if architecture’.
Similarly Design Futuring author
Tony Fry ‘argues conventional design
has been central to the current defu-
turing project. Designers have failed
to fully understand the disaster of the
hyper- consumer economy.’ (White,
Critical Design and the Critical
Social Sciences). It is important that
designers of all specialisms are able
to acknowledge the extents that their
designs have and that the impact they
have goes a long way.
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Figure 05. Opera Entrance. (Studio Polpo, 2014 - 2015).

"
a

s

Figure 06. Construction of sleeping quarters. (Studio Polpo, 2014 - 2015).

“[Hannah Fox] The construction of these spaces and everything is not simple
its been carefully considered and thought about, and you can tell, and that also
enables you then to trust it more because you know that its been thought about
and considered” (Nesbitt, 2015). The idea that critical design is something

that pushes fear as a way to scare people into having a social awaking doesn’t
always have to be true. In the case of OPERA is shows just how grounded crit-
ical design can be, and that instead of fear, it can generate comfort as a founda-
tion for debate and start a dialogue for change in a safe space.

I feel as though critical design in this setting could be very successful. It shows
governments how prototypes such as this can be designed and built for a rela-
tively low cost, as well as encouraging people to think twice about our passive
acceptance of societal norms in a sympathetic environment, making the idea of
change less disconcerting.

‘[Hester Reave] There is something quite rigorously understood and thought
about, very thoughtful in terms of why we might come together and the type of
space, but actually when we come together it’s just very familial and open and
dialogic’ (Nesbitt, 2015).



There are serval ways critical design can present itself, one of which is man-
ifested in the form of a design fiction. Design fiction can be used as a tool for
manifesting ideas that transpire from the questioning and dismantling of ideo-
logical constructs (Jakobsone, 2019, p.572).

Happylife by James Auger is a design fiction project that questions a reality
where electronics are able to have a deeper understanding of our relatives
emotional state than we are. The development is able to use profiling technolo-
gy based on biometric information, where cameras and sensors are able to take
thermal images that analyse changes in slight facial expressions. The technol-
ogy could be implement on a legal and judicial level to detect future crimes. In

this narrative however it has been adapted for a domestic environment.

Figure 07. Illustration from James Auger’s Happy Life (James Auger, 2010).

Figure 08. Image from James Auger’s Happy Life (James Auger, 2010).

Design fictions such as this one have the power to turn consumers as spectators
in technological process, into active participants. Critical design in this form
can be very powerful as it challenges the normative state of acceptance of
information and encourages individuals and companies, who are fixed on their
idealistic intentions for the project, to provoke this discourse and explore the
extents of the designs potential. Writing on the topic of critical design together
with science and technology, Malpass references ‘Material beliefs’, a project
that brought together designers and scientists, such as Happy life, in discussing
the impact of Design fictions in science and technological studies. He writes,
“Material Beliefs normalizes science, domesticating it and, at times, making it
seem somewhat mundane in order to make themes accessible to broad audienc-
es. In this way, the design work acts as a boundary object that fosters a more
democratic discussion about science and technology.” (Malpass, 2017, p.60).
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Such as Malpass I believe there is a real quality in design fiction in its ability
to place scientific and technological research into a more digestible context,
with real life implications. It establishes a sense of transparency through which
people are able to understand it instead of acknowledging it as something that
doesn’t concern them due to its current contextual state, that resides in a future
dictated by industry. Projects such as ‘Happylife’ and ‘Material beilefs’ are piv-
otal in the standardisation of design fiction and critical design practices being
implemented into all sectors of industry. Examples such as these highlight why
it is important to question ideological values as designers. In their article Liene
Jakobsone writes:

‘Design that is created within certain ideological context supports the cultur-
al conditioning of society, and promotes the ruling ideology... it gives phys-
ical shape to every artificial object we use or encounter... It is ubiquitous, it
forms the idea of norm, and therefore it is a perfect medium for ideological

propaganda.’ (Jakobsone, 2017).
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Figure 09. Clipped shots from the ‘Material beliefs book’ reflecting on the actives of the two year
research project (Material Beliefs, 2009).

Figure 10. 3D print and clay model of ‘Space Bacteria. (Raphael Kim, 2012)

Another Design fiction project that also offers criticism is Space Bacteria by
Raphael Kim. The project centres around transporting natural resources that are
found on earth to harsh environments such as Mars. Through the harvesting of
microbial colonies found in the human body and the implementation of syn-
thetic biology human microbes will be modified to increase tolerance levels in
hostile environments. The project could present promising health care benefits
in addition to establishing an interdependence between human microbes and
space.

The project is an example of critical design that doesn’t represent possible
predicted uses for science and technology, it doesn’t follow a ‘dark’ narrative
such as Happylife. Instead as Kim describes it, “It is a story that celebrates the
poetry of space travel and our biological identities, and the beauty of micro-
bial life forms™. It is still critical however, but not of technology, instead it is
critical of our openness as humans to reconsider our fidelity towards our morals

that have been constructed based on our current environments.
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Figure 11. Diagram explaining the logistics of Space Bacteria. (Raphael Kim, 2012).

‘Space Bacteria’ introduces this idea of humans giving up materials that make
them who they are as humans in a relatively unfamiliar context. In doing this I
believe it makes the project more appealing to consumers as it doesn’t neces-
sarily clash with the systemic ideology with which humans align their morals.
The project acts almost as a trojan horse that ultimately gets us to consider as
Kim says,

‘That we are already interchanging our own microbes constantly... I see it as

a sort of dynamic ongoing cycle... think about our daily contact and expo-

sure with people... we live in a fast paced constantly changing world... our
identities are constantly being switched, so would it not be a natural part of our
microbial cycle for our microbes to be spread, exchanged, grown and adapted?’
(Buntaine, 2016)

Projects such as this are key in highlighting the impact critical design can have
on consumers. They are pioneers in a type of reflective design as Anne Ma-

rie Willis states, ‘a double movement- we design our world while our world
designs us’.

This leads on to a type of dismantling of design I will discuss further on. In
making individuals question why we truly have the ideals we do, design is able
to incite a reconsideration of morality and persuasion.

“[Revell] In order to best understand a technology, it’s important to consider
unintentional uses.” (Dublin Science Gallery, 2012).

The Science and technology industry has a tendency to use consumer trends as
a means to reflect the projected success of a design in making our lives better.
This works because we as consumers live by the ideology that runs parallel to
the ambitions of such an industry. The problem however is that not all design
is contextualised in a variety of environments, hence not acknowledging its
global potential. This is where design fictions and critical design act as a tool
that re-evaluates this practice, Stuart Reeves reflects on this as such, ‘Fiction
guards against the teleological tendencies of forecasting, against explaining
away ‘bad’ predictions and lauding ‘accurate’ ones.” (Reeves 2012, p1580).

Figure 12. Mutated Mushroom providing the spaces of Mumbai with essential services. (Tobias
Revell, 2012)

17



New Mumbai is a project by To-
bias Revell that brings to light the
extensive publication of the prospects
for synthetic biology within devel-
oped communities and in lowering
environmental impact, and the lack
of investigation into how this will
impact less developed areas (Dublin
Science Gallery, 2012). “[Revell]
New Mumbai comes from a culture
of what the Indians call ‘Jugaad’

(a term applied to a creative or
innovative idea providing a quick,
alternative way of solving or fixing a
problem)... It’s the lower end of the
glamour spectrum where innovation
and change happens most vitally and
viscerally.” (Dublin Science Gallery,
2012).

The narrative is centred in the
Dharavi slums of Mumbai, where
the criminal networks have acquired
biological samples, originally intend-
ed for use in narcotics. Due to the
intellect of the refugees they were
able to genetically modify the fungal
samples and turn them into a new
type of infrastructure, that would be
able to power buildings, and provide
building materials for refugees. As a
result a mushroom micro-economy
was able to thrive.

The project is presented through a
documentary style video that involves
interviews with individuals expe-
riencing the innovation first hand.
‘New Mumbeai’ presents a refreshing

take on the applications of genetic
modification, its rhetorical nature
and use of ‘relational ambiguity’
(Malpass, 2017, p.66) inadvertently
acknowledges the negative sides

of genetic modification in industry
but through juxtaposition and slight
contradiction* shows how it could
become pivotal to positive change
when normal individuals are includ-
ed in the narrative. By narrating the
inhabitants as the Dharavi slums as
educated and enlightened individuals
it questions how democratic-indus-
trialised countries and their govern-
ments view these citizens.

*(Its contradictory because on the
face of it the project is about why less
developed areas aren’t being con-
sidered in bio development, but also
acknowledges that industry isn’t the
right place for discussions to exclu-
sively take place).

Obviously it is a fictional narrative,
however the issues that are addressed
are still present within real world
industry. I think the visual style taken
by the project goes a long way in in-
stilling this in the audience, Malpass
even writes: ‘The documentary has a
familiar and almost mundane quality
in its narrative and production. This
is successful in making the fiction all
the more believable’ (Malpass, 2017,
p.55/56).

Figure 13. Mutated Mushrooms providing the spaces of Mumbai with essential services. (Tobias
Revell, 2012)
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‘There is always an invisible and even intangible side of every designed prod-
uct which coheres or interferes with its utilitarian functionality. This means
that even a perfectly functional object, service or system can be imperceptibly
but steadily promoting undesirable living conditions, without the user and
the designer themselves even being aware of it.’(Jakobsone, 2019, p.563)

One studio who are very aware of the significance of this statement and the
need for a reconstruction in architectural practice is The office for political
innovation (OFFPOLINN) run by Andrés Jaque. The ambitions and aims of the
work of Jaque not only position themselves in the deconstruction of the way
architecture is practiced but also as he regards ‘we have to learn to extinguish
in a way, how to leave our hegemony, how do we coexist with new forces that
are becoming immensely powerful like climate change... and to make a deci-
sion where some of the values of accountability, politics are still a part of that
is very difficult’. (Itinerant Office, 2019).

As a society we are aware of issues such as climate change. But at the same
time there is a sense of unenlightenment and almost ignorance due to these
issues not always being obviously present, and sometimes hidden in our daily
lives. Designers are pivotal in the appending of this out of sight out of mind
narrative. By designing systems that transport waste away from life instead of
recognising its involvement preserves the existence of passive consumerism.

Jaque puts it as such, ‘In the last years, the infrastructures that deal with
wastewater in New York have been totally centralised and black-boxed. They
have been made inaccessible, and even imperceptible, making people think
that waste can disappear, when what happens is that is sent to other places
that have less capacity to make decisions about their environmental quality.
This segregation of toxicity is a way of producing inequality... We can design
cohabitation with toxicity and by doing that we can have a say in the way our
societies are dealing with inequality.” (Jaque, LA+ interdisciplinary Journal of
Landscape Architecture, 2019).

One project by OFFPOLINN that perpetuates an inclusion and acceptation of
waste in our daily life is COSMO. The project highlights the beauty in co-
habitation with waste. The system is designed to treat 3000 gallons of water,
through conglomerate of ecosystems that metabolise suspended particles
increasing the dissolution of oxygen. It was designed as a ‘device to experi-
ence the cultural and political value of replacing the pursuit of purity’ (Andres
Jaque/ Office for Political Innovation, 2015).

Figure 14. COSMO water + algae exhibition that reflects the idea of living with waste and bringing
it back to NYC. (OFFPOLIN, 2015).

BN Nl M £ ;
Figure 15. COSMO water + algae exhibition that reflects the idea of living with waste and bringing
it back to NYC. (OFFPOLIN, 2015).
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Figure 16. Staged scene of how the Rolling House for a Rolling Society project may
look. (M. De Guzman, 2009).

Figure 17. Elevated view of the Sweet Parliament Home (OFFPOLIN, 2011).

Andres Jaque has very considered ideas on the importance of design, particu-
larly architecture in enabling discussion through experimentation. Through his
work especially ‘Rolling House for a Rolling Society’ and ‘Sweet Parliment
home’, he acknowledges the importance of domestic spaces in our current
lives. In his project ‘Ikea Disobedients’ he questions the conventional idea of a
home being a safe place disconnected from the political world, and also poses
a reconsideration of how design is marketed. As a result of this he challenges
the idea that a home can only be in one place and only have certain functions.
In doing this he visualises and constructs such experiments and contextualises
everyday human life, politics, emotions and social encounters into situations
that we haven’t considered as they aren’t what is marketed to us as consumers.

He examples that architecture isn’t stagnant or stationary, its impact is far
reaching and thus it should be mediated by all disciplines and individuals.
There shouldn’t be an urgency to create, instead as he states ‘intervention is

not a process that can happen in one take. It’s a long-term process in which the
work of architects acts as a player; it mediates and is mediated by many others.’
(Hirsch, N & Jaque, A, 2019).

He also states on the topic of revision, “We can consider that repeated revision
will concentrate efforts on the problematic evolution of articulations, and that
“discussion” does not necessarily mean human deliberation but, for instance,
the putting in place of alternative versions of the compositions so that they can
gain a place in which to be experimented with.”(Yaneva, A. & Zaera- Polo, A.
2015).

Jaque’s Ideas and thoughts are very extensive, but what I have taken away
from his work is a need for humans to live closer to the questions presented
about the societies we live in. That we also need to move away from comfort
in order to establish a more considered evaluation on how we live together as
humans and how we interact with the world around us through the intervention
of design and architecture. There needs to be a symbiotic relationship, where
there is an intervention into society through architecture an intervention into
architecture through society.

‘There’s a lot we can do. I think that, in a way, brings an energy and a feel-
ing of connection with others that also creates momentum; and I think that
momentum is a good current alternative to optimism.’ (LA+ interdisciplinary
Journal of Landscape Architecture, 2019).
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Despite the many beneficial outcomes
of critical design, some highlighted
in the previous case studies, there are
still criticisms of critical thinking as

a design practice. These criticisms
range in reasoning, with some being
more established than others. For
example it has been described as
““mainly male western visions on
global futures” that present no under-
standing of the privileged status their
authors have.’(Jakobsone, 2017). This
is a very justified assertion given that
the practice of critical design mainly
comes out of democratic - industrial-
ised countries.

Due to its often fictional nature criti-
cal design may be misapplied to work
that lacks a rhetorical function. On
the topic Malpass writes, ‘using criti-
cal and speculative design as a handy
label to hide behind when the work
does not come from a critical position
inherent in the designer and is not

the product of a rigorous process.’
(Malpass, 2017, p.129/130). This
then results in the assumption that ‘it
is an egocentric and useless practice,
carried out for its own sake; a waste
of time, effort and money for making
things that do not solve any problems
or do not have any function’,(Jakob-
sone, 2017). Assumptions such as this
are grounded in two things, the first
being a lack of education on critical
design as a problem finding exercise.
Criticism of design is often aligned
with the essentialist ideal of function

and efficiency and the implementa-
tion of frameworks that determine
what makes an object suitable for
purpose (Malpass, 2017, p.76).

Critical design however as a hy-
brid of many design, scientific and
psychological practices should not
be compared to the same standards
of functionality as industrial design,
as Malpass further states, ‘function
is an ill-defined and open concept;
it extends beyond optimization and
efficiency into social existential
and cultural contexts’ (Malpass,
2017,p.126).

The debate over the functionality

of critical design is considerably
extensive, however the general
consensus is that to critique criti-

cal design a new set of parameters
need to be set out that understand
the rhetorical functionality of the
practice and take less reference from
the frameworks under which fine art
and product design is critiqued. Also,
as previously mentioned function-
ality can be interpreted in different
ways. In creating a basis for debate
and experimentation critical design
has fulfilled its function to mobilise
individuals and enlighten them to the
questions surrounding our adherence
to consumerist values.

Figure 18. The living space of an industrial worker who lives in The Republic of Salvation. (Stroom
Den Haag, 2012)

The Republic of salvation project was an example of when Specultive design narratives become
jaded by privilege associated to the western world. The project focused on what would happen if our
society were confronted by famine. This is obviously highly insensitive and uninformed due to the
fact that for millions of people around the world famine is daily reality, and through labelling this as
‘fiction’ it implies that it doesn’t exist or isn’t relevant.
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Figure 19. Tkea Disobedients critical design project by OFFPOLIN which questions the idea of
homes being ‘independent republics. (OFFPOLIN, 2012).

Figure 20. Ikea Disobedients critical design project by OFFPOLIN which questions the idea of
homes being ‘independent republics. (OFFPOLIN, 2012).

I think the following reflection from Andres Jaque on the intentions of his
studio convincingly outlines a strategy for successful Critical design practice.
He states, ‘Architecture should be treated not as an origin but as a trajectory.
We try to develop a methodology in which we can mobilise the trajectory of
the built environment and register the changes in its evolution, it’s accidental or
unstated transformations.’(Hirsch, N & Jaque, A, 2019). By creating an object
or a space with a strategy, that actively seeks to work beyond its materialistic
scale, or as Jaque states postulates ‘decouple their material investment from
the social mobilisation they are able to initiate’(LA+ interdisciplinary Journal
of Landscape Architecture, 2019), and also provoke its trajectory and then
respond to such stimulation, is where critical design can be powerful. In letting
citizens respond to critical design such as this it allows new evolutions based
on unfiltered genuine human response, which is where fundamental reconstruc-
tion of ideology in the built environment can take place.

Another major factor in the success and standardisation of critical design

is not just new design practices and metrologies, but to a certain extent the
dismantling of the old. Tony Fry puts it as such, critical design futurism has
to involve the continued, relentless search for re-directive practices at multiple
spatial scales. This will involve systematically retrofitting and redirecting our
personal habitus, our homes, our cities and our broader socio-ecological sys-
tems to reclaim the future... it will also ensure that in the future design needs
to involve not just making, but unmaking. We will need eliminative design.’

‘Aspects of Critical design that are proposed as valuable include the aware-
ness of ideological constructs and the capability to critically analyse them in
order to avoid biased designs; understanding of the advancement of futures
and the design’s potential of steering it; principles of design fiction; and a
deliberate use of design product as means of communication.’(Jakobsone,
2019).

Through my research I have developed a more sophisticated understanding of
critical design and the ways it is interpreted into practice and manifested into
reality through the use of design fictions. In my project I want to explore the
ideas of Andres Jaque in decoupling my material investment from the type of
social mobilisation my design is able to insight. I want to be able to develop a
greater understanding of the applications of inter- scalar architecture through
practice and so understand how this social mobilisation evolves in a variety
of environments. I also however want to interact with my chosen building, I
want to work on a detailed scale and ensure my intervention is respectful of its
context. I think it will be a challenge to bring together these almost opposing
actions but I feel that through connection to the material environment I will be
able to develop a more insightful and relevant cause for social mobilisation.
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The Brief + Site Analysis

No parking is a theatre for craft. The space emphasises the practices of obser-
vation, reflection and dismantling in an attempt to establish a re-appraisal of
how designers, architects, artisans and makers as a whole, interact and consid-
er materiality in the spaces they create. The space is designed to host master
crafts people and give them the facilities to create. From this young designers,
students and beginners in their respective fields will be invited to use the space
as a place to work and experiment through the development of 1:1 prototypes
and also through a considered and deliberate dismantling of the building frame-
work.

The spatial and material composition allows for unique methods of individual
reflection and observation to take place. Such interventions which frame arti-
sans in unique ways that allow for a break down in techniques and processes.
Breaking down the different elements of practices allows not only for a more
profound understanding to be established but also for a more unique interpre-
tation to develop and evolve. There is a lot of value in learning exactly how
an individual works but even more so in taking the parts of their practices and
applying these to the parts of others in order to develop a new programme of
working which is more considerate of material re-use.
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The site I have chosen for my project is 90 Trippet Lane. The site was demol-

ished in 2019 to make-way for a new student housing development. Its initial

development dates back to the late 19th century, with the most recent iteration
(prior to demolition) dating back to 1945.

Part of the reason I chose the building despite its demolition is exactly because
the framework didn’t exist anymore. I felt as though there was a lot of potential
for critical analysis through an intervention into the space. I think I saw the
building as part of what I have come to label ‘The abandoned Vernacular of
Sheffield’.

In my project this is how I have come to identify spaces that are yet to be re-
developed or are deemed unfit for adaptive reuse, such as Trippet Lane, which
in a 2016 Archaeology report was described as such, ‘The external facade

has simple decorative details... this architectural style is not unusual, nor is it
associated with any notable architect... The interior of the building is in a dan-
gerous and dilapidated condition and has limited heritage value’. (The JESSOP
Consultancy, 2016).

I think this reflects a sense of almost complacency when it comes to wanting
to spend time and money understanding the building and its material elements
and how these can be reformed rather than simply deeming it to be a case of
unsuitability.

Figure 21. Image showing the street facing facades of 90 Trippet Lane. (The JESSOP Consultancy,
2016)
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Figure 23. Fireplace in Sheffield’s Old Town
Hall. (Dan Circa, Date Unknown)
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Figure 22. Demolition works nearing com- Figure 24. Staircase and pillars in Sheffield’s Old
pletion on the Moorhead, Sheffield. (Leonard Town Hall. (Dan Circa, Date Unknown)

Design Architects, 2020)
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Regarding the physical details of the building, the street facing facades have
several decorative elements such as moulded brick transoms, mullions, sills,
lintels, archways and roof edgings. The front facades are built up using flemish
bond which run down and around the site gradient. By contrast the rear of

the building lacks the same clean lines, edges and attention to detail. The rear
is built up using bricks of varying colour and texture and are organised in a
stretcher formation, with varying degrees of constancy. I am drawn to this con-
trast of mastery and attention to detail and almost a sense of apprentice level
exploration and development. I almost think that aesthetically the rear holds
just as much value as the front as it is almost a more honest representation of
the building. Together the juxtaposition of the two is something that inspired
my design choices and conceptual direction.

Regarding my brief I feel the natural evolution of the space is a deconstruc-
tion for the good of craft and learning through reinterpretation. As it sat with
elements missing and needing repair and preservation it seems as though the
materials, that still have potential need to be extracted from the building form
and reestablished into new frameworks.

Figure 25. 90 Trippet Lane image showing the Figure 26. 90 Trippet Lane image showing the
small window on the rear of the flat roof single inconsistency in brick wall construction. (E.
storey space. (E. Anderson 2019). Anderson 2019).
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Figure 27. 90 Trippet Lane image showing the Figure 28. 90 Trippet Lane image showing
arched entrance onfthe Bailey Lane facade. (E. the front facade facing onto Bailey Lane. (E.
Anderson 2019) Anderson 2019)
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The Concept

My concept is influenced by a number elements and areas of research but at

its core I would say that it aims to break down stigmas attached to abandoned
buildings, their forms, materials and purpose within the context of a developing
Sheffield through means of reinterpretation of artisanal craft. In order to best
explore the details of the narrative that forms my concept I have broken my
concept down into 3 main themes:

1. Circular material economies

Circular material economies is central to my concept. The way materials are
used and forms are made throughout my design is very much dictated by what
is available on site and what is available from other places around Sheffield
where materials are deemed as ‘waste’. This focus was very much derived from
seeing the site as it stands today - a cohort or broken materials waiting to be
disposed off. Reflecting back on the words of Andres Jacque,

‘Although we are largely aware of the extent to which architecture has per-
vaded every aspect of contemporary existence...in order to remain functional
members of society we need ignore all this information, to avoid being para-
lysed by it.” (Andres Jaque)(H, Harris & R, Hyde. 2020. p74).

This idea of being very passive to the standard framework of construction,
which puts an emphasis on material redundancy, and accepting this is some-
thing we need to move past as designers and consumers as a whole. Through
accepting these ideas we lose our ability to criticise and see beyond these
bounds.

‘Architecture is but waste in transit existing in its intended form for only a brief
time, before being demolished and disposed of” (Rotor p147 AAA). What [
have tried to achieve with this project is a breaking down of this idea that once
materials are set into a particular orientation or framework they no long have
future potential. Materials are not fixed assets, even in the case of bricks they
don’t have to remain in the form they are used for building, they can be broken
up or dusted, and used as material substitutes in concrete mixes, as I tested.
Seeing materials for more than their value within a composition in a singular
building is where designers can start to expand how we define our design on a
materialistic level.

Figure 30. Image showing the removal of Tiles
from an unused building by Rotor DC. (Rotor
DC, Date Unknown)

Figure 29. Image showin the remains of 90 Figure 31. Image showing the breaking apart
Trippet Lane after it was demolished in 2019. (J.  of bricks ready for material testing studies. (].
Fisher, 2021). Fisher, 2021).
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2. The Abandoned Vernacular of
Sheffield.

Sheffield is a city undergoing sub-
stantial architectural redevelopment,
and for the most part this work is
focused on demolition and rebuilding
from scratch. This has left a plethora
of buildings in Sheffield either stood
empty waiting for demolition or lone
facades stood as a figure of what
used to be. I have labeled this ‘The
Abandoned Vernacular of Sheffield’.
For the most part these buildings re-
flect neo-classical architectural styles
which are associated with the En-
lightenment and a revival of the style
of the Ancient Greeks, Renaissance
or Italianate, and were developed

Figure 32. Image showing a stand alone facade
of a building recently demolished on the Moor-
head, Sheffield. (J. Fisher, 2020).

during 1800°s implementing artisanal
methods to achieve finer details in
form.

Of late however these buildings

have lost a sense of validity within a
changing Sheffield. To maintain and
adapt such spaces to the requirements
of modern society has not been prior-
itised and as a result such spaces have
been labelled redundant. I also don’t
think the fact Sheffield is renowned
for its industrial history aids in the
redevelopment of these buildings in
that they are not valued in the ways
they should be for their display of
craftsmanship due to their historical
and locational context.

TR

Figure 33. Image showing a stand alone facade
of a building recently demolished in Castlegate,
Sheffield. (J. Fisher, 2020).

Figure 34. Image shows the interior of the Figure 35. Image showing the Salvation Army
abandoned Cannon Brewery, Sheffield. (Tom building in Sheflield. (English Buildings, 2018)
Blackwell, 2014)

Facades that employ grand decorative elements also carry a sense of ambiguity
when it comes to their spatial purpose. These facades almost act as a barrier to
the interior. This can disconnect the space from how people perceive it’s worth
and potential. Through revealing the interiors and retaining the decoration, it
opens these spaces up to the street and frames the activities within the space,
which works towards changing stigmas related to these facades and their spa-
tial and material potential.



‘The use of imperfect or incomplete tools draws on the imagination in devel-
oping the skills to repair and improvise... resistance and ambiguity can be
instructive experiences; to work well, every craftsman has to learn from these
experiences rather than fight them’ (R. Sennett, 2009).

3. Reflection and perspective.

What I am aiming to do with this space is take away the necessity to learn exact-
ly how an individual completes a task, through this comes a sense of comparison
and this hinders the design as it lacks the personality which is derived from a
unique individual thought process. This idea of working with incomplete pieces
of information needs to be be viewed in a higher regard. Too often the process

of letting the design guide the designer is undervalued in favour of a need for
control of a project. In order for new practices and processes to prosper designers
need to have a deeper trust in their abilities and knowledge to push a small piece
of information to its limits.

Many of these ideas of reflection on ones involvement and impact within
artisanal processes are derived from John Ruskin, William Morris and the Arts
and Crafts movement. Morris strived for a continuation of hand crafts through

an industrial age, however was unable to develop products that appealed to the
masses due to cost. This is something I have been seeking to challenge through
my concept. Through pairing ‘waste’ with forms associated with wealth I have
aimed to release stigmas related to how a building should look based upon
function and how a building should be interpreted based on its current material
composition - Pairing classic forms with modern ideals to reinstate relevance and
reflect the beauty of waste.

Figure 36. The image shows a clipped selection of Nova Reperta:
Invention of Oil painting. (J, Stradanus & A. Phillips, 1600).

I have clipped it as a means of reflecting the idea that a lot can be
taken from a small fragment of a big picture.

Figure 37. The Image shows The Academy of Baccio Bandinelli.
(Enea Vico, 1550).

I have clipped it as a means of reflecting the idea that a lot can be
taken from a small fragment of a big picture.
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Figure 38. Image showing the Austrian curtain Figure 39. Image showing Housing Project

that is draped over the Centres for traditional Maiengasse, with its minimal sliding shutters
music by Office Kersten Geers David Van that allow for light to soak the interiors (Kuster
Severen (Bas Princen, 2017) Frey Fotografie, 2018)

Design Strategy | Approach

My main aim with my approach to the design was to manifest the key parts of
my concept into the form and material of my intervention. It was important to
develop a spatial strategy that would set up a foundation for craft and further
dismantling, but also develop decorative elements that would frame moments
within the space and break down these crafting processes into isolated move-
ments and decisions to be contemplated and reflect upon.

The cast frames I developed to achieve this also go some way to embracing
the compositional nature of the building itself and giving it a higher value.
Through the process of framing I believe I was able to give new meaning and
release negative stigmas relating to waste and imperfections in building com-
position.

Framing is something that was also carried through to the front exterior
facades, though the implementation of rotary shutters constructed out of floor
joists taken from the space and interior and exterior translucent curtains. These
simple interventions allow for a manipulation in perspective and so allow for a
break down of practices into individual movements . Simple interventions such
as this are valuable in the sense that the individual is able to detach themselves
from the environment and become more interpretive to what they see.

Figure 40. Image shows a 19th Century Bottega, from ‘The Artist’s Studio’ (G. Courbet, 1854 - 55).

With my approach I also was seeking to draw from the structure of medieval
and enlightenment workshops. In the 15th century artists work was carried

out in a workroom known as a ‘Bottega’, where as a ‘Studiolo’ was a space
used for contemplation. I tried to implement this spatial strategy into my work
through level changes and soft divisions in space, in some instances these
spaces blended where there were moments for observation through cuts in
workshop walls as a means of playing with the idea of immediately responding
to visual stimuli.
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Figure 41. Image shows a theatre of the Enlightenment period in England. (Microcosm of London
Vol 1, 1808)

I have taken much inspiration from the way the stages are layered to create depth within a scene and
really focus the audience.

In addition to this I wanted to draw from the 15th century practice of inhabiting
the space you are designing for, such as Donatello did with he took up resi-
dence in one of the Duomo’s chapels of the Florence cathedral when he was
commissioned to develop sculptures for the buildings exterior. There is a lot of
value in this method of work with regards to building material relations with
the space you are preserving, maintaining or developing through explorational
material intervention. This is what my concept and design reflects at its core,
the benefit of being surrounded by the materials and forms you are going to be
working with as it allows for an elevated understanding of material potential.

With the design for the extension I tried to stage and manufacture this type

of workshop structure in a more dramatised manner than what is reflected
throughout the main body of the space. In doing this it allowed for me to reflect
these ideas into similar building and facade structures to that of the abandoned
buildings around Sheffield. The design was very much influence by forms
featured in these facades, and was also inspired by the layered nature of theatre
sets, that create a sense of depth and dimension all owing for a manipulation in
perspective.

I hope to explore this concept further through iterative and speculative devel-
opment as I see it having the potential to be implemented into a number of
buildings and stand alone facades throughout Sheffield as almost like a specta-
cle of craft. I think it will allow for a deconstruction of how these buildings are
viewed both from a social and functional perspective.
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Figure 42. Image shows a 15th Century Studiolo, from ‘San Girolamo nello Studio. (Antonello da
Messina, 1474 -75).

‘Sociologist George Simmel remarks, The stranger... learns the art of ad-
aptation more searchingly, if more painfully than people who feel entitled to
belong, at space with their surroundings.’ (The Craftsman, p.13)
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Influences

Regarding my more specific design influences I took references from a num-
ber of developments, but also from social practices and renaissance art and
representation, as I felt it held a lot of value in relaying the moments I was
attempting to forge through my intervention.

I started my research and the development of my concept by looking into the
practice of squatting and its influence as a form of non normative architectural
practice.

A lot can be learnt from squatter communities and the way they organise them-
selves and work through spontaneous intervention. I think in my work I tried to
establish a similar mindset when it came to material testing and refinement and
found it to be the most constructive and informative part of my development.
Squat groups are highly organised and develop sophisticated means of inhabi-
tation though considered choreographed frameworks.

The inhabitation of squat communities in old derelict buildings allows for a
conservation of building framework and material, and I feel is something that
should be encouraged rather than deterred. Unscripted spatial tactics such as
theirs are of huge benefit not only to the fabric of city centres but also to how
designers and architects approach design. I plan to further implement such
tactics into evolutions of my concept which look at the abandonment landscape
of Sheffield in relation to material practices.

Figure 43. Image shows the procedures squatters would organise as a means of choreographing
inhabitation. (A. Kubrak & J. Scwartz, Date Unknown)
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Figure 44. An Image showing an America operating Theatre after the arrival of anesthetic surgery.
(T. Eakins, 1889). - With this image I drew a lot of inspiration from the way the observers were
moving and positioning themselves to attain a heightened perspective.

As previously stated I took a lot of inspiration from scenes from images and
paintings for the design of my space, as such:

Doctor training theatres - There is very little room for interpretation when it
comes to the observation of medical practices, however the way the students
would reposition themselves to gain a better perspective in what it is they are
observing was a early influence in the way I designed the openings and view
points into the ‘Mastercrafts space’

Renaissance paintings and workshops - Something I noticed in these imag-

es is the way they reflect a connection to the street and a sense of openness
regarding their work, which is something I wanted to try and reflect to a certain
degree with the Trippet Lane and corner facades. This sort of a framework in
juxtaposition with that of figure [45+ 46], which again reflect an openness of
practice have a lot to say about modern design practices and the strict confi-
dential procedures they have to follow which almost create a disconnect from
the immediate physical and communal context. I don’t think these procedures
should be stripped completely, however it could be beneficial to have more of
a long term commitment to these spaces, materials and communities. I plan to
further my research into these spatial strategies in my work on the evolution of
this concept.

A >
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Figure 45. Image shows ‘Mercury,
from “The Planets™ (Baccio Baldini,
1465).

The image inspired the idea to have
craft at different levels throughout the
space, in a very open and transparent
configuration. Looking onto this im-
age you are able to take in a number
of different elements and develop
individual focuses, this was the aim
with the spatial design.

Figure 46. Image showing Artisans in
their workshops (Alfredo Dagli Orti,
1470).

I took a lot of inspiration from the
way these activities are framed within
these constructed spaces as a means
of developing a sense of theatre and
focus onto these considerate acts of
making. It’s an idea that has manifest-
ed itself into further research I plan on
pursuing.
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Figure 47. Image showing the exterior courtyard of Alvar Aalto’s Muuratsalo Experimental House.
(Nico Saieh, date Unknown).

T N,

Figure 48. Image showing the rear exterior of Alvar Aalto’s Muuratsalo Experimental House. (Nico
Saieh, date Unknown).

Alvar Aalto’s Muuratsalo Experimental House is an example of how explo-
ration and letting the process lead the designer can result in the testing of itera-
tive processes at scale in order to better understand material composition. As a
concept I have tried to apply this to my space as an existing structure, however
I feel it has a lot of potential to be implemented into larger structures around
Sheffield that can offer a more varied range of building typologies and material
elements to be harvested. Within my design working in a such way that was
very explorational and based on iterative development, particularly in material
development, allowed me to make decisions that were influenced by external
factors rather than presumptions regarding material availability and suitability.
Moving on from this I am able to use this knowledge and treat it as a founda-
tion for further exploration.



Techtonics | Materials

The constructional technologies lie more within the materials I have used in
my design and how I have given materials which no longer have purpose in the
original structure new value. In addition to this a high level of understanding of
the existing building is what I deemed to be most valuable when intervening in
the space, from this better decisions can be made.

As a standard I set for myself with the composition of timber structures I
aimed to ensure that where possible the connections required between different
materials, such as the beams, would be made using wooden rod / dowel joints.
This would allow for an ease of dismantling and is a less destructive way of
connecting the wood, ensuring it has the potential to take different forms in

the long term. I also aimed where possible to utilise the existing structures
within my interventions. For example when attaching the extension to the roof;
I ensured that the beams and rafters would align and could be fixed together
through non destructive means (Dowel joints). Where possible I also tried to
keep the internal floor joists in place which had originally within the walls. In
order to support these once walls were dismantled I inserted wooden beams
which spanned the width of the space. These joists could then be used to sup-
port the balcony structure and timber railings which spanned from the ground
floor up to the roof rafters where they were fixed.

]

Figure 49. Diagram reflecting on material re Figure 50. Diagram showing how joints are
-use. (J. Fisher, 2021). connected in the assembly of the exterior

extension framework + the interior balcony (J.
Fisher, 2021).
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Figure 51. Diagram showing how the balcony beams are connected to the roof rafters - making use
of the original building framework. (J. Fisher, 2021).
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Figure 52. Image showing the process of clean- Figure 53. Image showing the wood being
ing the wood using broken glass to scrape off sanded down ready for protective treatment.
old paint. (Critical Concrete, 2020). (Critical Concrete, 2020.)

Figure 54. Showing the charring station in use. Figure 55. Showing the wood post charring.

(Critical Concrete, 2020). (Critical Concrete, 2020).
Wood Charring

As a means of protecting the wood that would be harvested from the interior
of the space and have exterior applications I wanted to ensure that I treated the
wood in a way that would provide long term protection. Wood charring makes
use of the bricks taken from the original building frame work and to develop a
small wood burning flash oven.

Charring allows for fire protection - Through burning the surface of the timber
allows carbonation to take place and so lowers the thermal conductivity of the
material, meaning in the event of a fire it would take longer for the material to
burn. It also allows for mould and termite protection by lowering the nutrition-
al value of the material, and the charring acts as a water resistant layer meaning
water rolls of the material as if it were an oily surface. Other natural oils can be
used for a less destructive protection for the internal elements such as, Orange
Oil and Linseed oil which respectively provide pest protection and humidity
and sunlight protection.

Due to the aged nature of the wood and possible damp that may have pene-
trated the surface over the best few decades a process of wood cleaning wood
need to take place prior to protection. The wood must not have a humidity over
20% which can be assessed using a hydrometer. Nails, screws and other fixings
that are attached to the wood should be removed, and then the surface should
be cleaned using either a scraper or a broken piece of glass, which should be in
abundance on site. Smoothing out the wood is a step that will ensure it is recep-
tive to the natural oils, whilst also creating a nicer finish for interior surfaces.
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Figure 56. Diagram reflecting on different methods for protecting wood. (Critical Concrete, 2020)
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Figure 57. Texture of a concrete lintel made Figure 58. Texture of a material test composed
using materials left on site. (J.Fisher, 2021). of brick dust, broken down brick and cement to
bind. (J .Fisher, 2021).

Casting

In terms of the material compositions of the casts I trialed a few materials
combinations that implemented ‘waste’ products from site. The functions of
my cast elements determined what materials would be most appropriate from

a structural perspective. For the Lintel there was a necessity to ensure strength
was the most important feature if the end product, however I wanted to try

and include some materials from site as a means of giving them new life and
adding a higher aesthetic value to these forms. Most of the frames / forms I de-
signed however were very much intended to feed the concept and thus required
less structural integrity.

From this came experiments with creating a material made from brick dust,
smaller pieces of brick and cement to bind. This resulted in a very light, brittle
material as shown in figure [00], that could have positive results if cast on a
larger scale, and is something I think could be worth trialing in my further
material exploration.

Figure 59. Material testing outputs. (J .Fisher, 2021).
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Figure 60. The process of casting my final 1:1 model - form making, material selection, material
combination and casting (J .Fisher, 2021).

Moving on from this as I started to develop 1:1 casts of decorative forms used
in the extension of my proposal. I wanted to test a wider variety of materials
particularly materials relevant to site.

For my first cast I created a 28kg mix for the mould:

- 7Tkg aggregate
- 7kg Old plaster (Horse Hair)
- 5kg brick dust
- 5kg sand
- 4kg cement

- 43% reused materials
- 43% Natural materials
- 14% inorganic

Figure 61. Images exhibiting the first of the two cast elements an
issues which arose with the material (J .Fisher, 2021).
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Figure 62. Images Reflecting on the processes after casting, the
issues with releasing the form from its cast, and then leaving the two
elements to anneal

For the second I once again created a 28kg mix to fill the mould:

- 4kg Old plaster (Horse Hair)

- 4kg Crushed Resin Cotswold mix (left over material product from a failed project)

- 4kg sand
- 4kg Cotswold sand
- 4kg Cement

- 29% reused materials
- 57% natural materials
- 14% in organic materials

(Further information regarding the forms and construction of the moulds can be
found in my project portfolio).

The results of the casting were quite promising, for the first cast the brick dust
gave it a nice natural pigment which was achieved with the second through
pigment. In both cases the horse hair acted as a further binding agent to cement.
Both are much more brittle than standard concrete, and if they were to be imple-
mented into the scheme with structural intention, there would need to be further
material testing carried out.

Overall I am happy with the results as an initial trial of the materials and their
properties, with further refinement and exploration these mixes could have
greater aesthetic and structural potential, which is something I plan to refine as a
long term project.

In spite of the fact these materials are being given new life, rather than be-

ing wasted, there is still a lot more that can be done in making the end results
more sustainable. Through further material testing I plan to use materials that
are 100% either classified as ‘waste’ or from a sustainable source. This would
meaning replacing even natural materials such as aggregate and sand. There are
many binding alternatives to cement also, such as silica fume, Metakaolin, slag
cement (waste product from blast furnaces) and fly ash.
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Critical Report

In the world in which my project is situated I believe it stands as a solid
foundation for further dismantling of architectural standards and regulations.
From my design I feel there could be potential for further material interaction
with abandoned buildings across Sheffield, there is a lot of vacant space which
could be employed for the purpose of testing and trialing alternative methods
and compositions of material technologies.

Through my research I have taken a keen interested in the demolition process,
how facades are left, free standing as almost an unintentional gesture to the
original space. Designing into these facades could be a way to further this idea
of deconstructing stigmas surrounding such architecture. Using these facades
as a means of preserving artisanal craft methods can provide a space for

these techniques to live and evolve alongside modern technologies and ideas.
Opening these spaces up to the streets will provide a spectacle and hopefully
make clear to those who are not as invested or understanding of the narrative of
demolition the value of these space as they once stood and how they could be
reformed from their own material resource.

Regarding my progression as a designer and what I have learnt though this pro-
cess, I think it has been made clear to me throughout this project my passion
for reuse, material exploration and dissecting design practices as a whole.

Material testing is something I have immersed myself in this semester and has
been the most valuable part of my project in terms of understanding how my
work fits into the genre of critical design and problem finding as a means of
dismantling passive architecture practices.

I think in todays social and economic climate more than ever it is important to
reflect on how we respond to our environments. The world and its inhabitants
are not predicable, thus designing according to trend forecasts seems futile
and more of a means of controlling rather than responding. I want to be a part
of practices that develop frameworks for individually exploration and testing,
and encourage people to question the conventions under which we live and are
deemed standard practice.

Relaying back to my theory writing - I had planned to achieve a deeper under-
standing of social mobilisation through a deeper material connection and I feel
as though I achieved this through the project and hope to further this practice.
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