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Abstract 

The Thesis Project aimed to cultivate understanding about the interrelation-

ships between humans and materials in the context of consumerism, sustainability, 

and time, through helping people learn about woodworking materials and tools,  de-

velop a more profound respect for them, and understand how one interacts with 

them. Incorporating repair culture and material education into a collaborative service 

design, the author reflected on his sustainability as a woodworker to enable others 

to connect with materials and tools in a meaningful way. The Project followed a non-

linear process, allowing the author to move back and forth to reflect, refine and pro-

gress from idea to form, and back to idea, while respecting his tangible need for 

medium and method. By researching scores of different woodworking tools found in 

an antique tool box received as a gift, the author defined their purpose in woodcraft 

and their connection with people they served and society as a whole. Inspirations for 

the Project consisted of woodworking, time, and social, environmental and economic 

stability, in addition to various types of design: service, collaborative, circular, and 

critical. Four different processes – prototyping, service blueprint, advertising and 

service experiences – were employed to respond to the research question. Key re-

sults included the provision of over 20 services to 15 individuals through a simple 

design process. By helping people to fix their objects in an ongoing conversation 

about sustainability with regard to material use and consumption, tools and practices 

were used effectively to change interrelationships between people and materials. 

Through the services and ‘hands-on conversations’, many began to understand and 

appreciate the possibilities of tools to revitalize old furniture and increase their value. 

Some people used tools themselves to resolve their problems, with all participants 

showing appreciation for the services, while expressing commitment to use, rather 

than discard, the objects. A few of the thousands contacted through social media, 

responded to calls for assistance, with the Project concluding that the process has 

potential, but without a business model, it would be difficult to sustain. Questions 

regarding the future included: What type of business could harness opportunities, 

offering viable employment? How many would need to be involved? How great is the 

demand for services? Which policies or regulations must be in place for a successful 

practice? The author was cognizant of the need for additional skills and knowledge 

to pursue the challenge of operationalizing the services provided through a sustain-

able livelihood. 

Keywords: Woodworking, time, design, service design, collaborative design, craft, 

skill, working knowledge. repair culture, materiality, consumerism, knowledge as a 

tool. 
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Introduction  

By chance or serendipity, I have been exposed in Småland to wood as a ma-

terial, and wood-working as a method. I received a gift in December last year that 

both intrigued and challenged me. It appears, from the outside, to be a simple but 

old wooden box. The rectangular structure is sturdy but extremely worn, and full of 

scratches. There are no distinct artistic elements to the box – apart for some fairly 

well-cut dovetail joints in the corners – and for most people, the box would be con-

sidered completely unremarkable. On the front of the box are three metal latches; 

two smaller, decorative latches that are long past their heyday, on each side of one 

larger, more utilitarian latch that – judging by appearances alone – was added well 

after the box was made. On the top is a large, sturdy and robust metal handle. All 

the metal parts are tarnished, and ordinary looking. Yet, the box appeals to me, and 

I find it characterful and useful. Instead of being the actual gift, however, the box 

housed the real gift: a collection of over 45 kg of steel, wood, iron, leather, brass, 

glass, textile, paper, graphite, whetstone and oil tools, all used, and for many years 

dedicated, to working wood. These tools and at once things, artifacts and objects 

were in varying stages of disrepair and un-usability, having been stored and forgot-

ten for over fifty years.   

This thesis project aimed to cultivate understanding about the interrelation-

ships between humans and materials in the context of consumerism, sustainability, 

and time. I wanted to help people gain knowledge about these materials in order to 

develop a more profound respect for them, and how one interacts with them. I incor-

porated repair culture and material education into a collaborative service design, 

thus helping both myself to reflect on my sustainability as a woodworker - and others 

– by enabling them to connect with these materials in a meaningful way.  

Context 

The context of the project lies in a dilemma faced by woodworkers regarding 

their tools and the requirements of their trade as society evolves, changes and mod-

ernizes. Woodworking has been recorded as a human occupation for millennia, with  
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    significant evidence from the ancient Egyptians depicting examples of fine wood 

craftsmanship. Using tools to shape and form wood has undoubtedly existed for 

much longer, as humans interacted with trees for shelter and protection from the el-

ements, to create tools and weapons, toys, and seating. As new needs arose, so did 

the requirements for increasingly sophisticated tools to work and shape wood, be-

ginning with the most basic stone tools and axes recorded over 2.5 million years ago, 

to bronze and iron implements, to more sophisticated tempered steel tools combined 

with wood handles, and culminating in today’s vast array of mechanical, electronic 

and laser-powered machines. 

  Today’s wood crafters are confronted with several serious challenges. First, 

how can they continue to produce wood products that are affordable and desirable, 

all the while ensuring sustainability for the future? Throughout the last century, indus-

trialization has transformed woodworking from being an artisanal craft into an industry 

that from furniture alone, creates over 331 billion US dollars a year
1
. Accordingly, 

working knowledge and ability has been removed from consumers’ hands.  A dwin-

dling community of woodworkers keeps the craft alive, however, through fast furni-

ture
2
, people are more inclined to purchase new, lesser quality items that can be 

disposed of when no longer in style, needed or broken. With minimal knowledge of 

the material or craft, their incentive to fix or repair such pieces is lost as well, resulting 

in a deeply unsustainable industry.  

During my studies, I steadily developed my abilities and interests in both me-

dia and methods of design. As I explored and challenged my thinking on design and 

society, I was drawn to woodcraft and design, which has evolved from something I 

knew little about - to a weekend hobby – and finally into a viable future career path. 

As Laia Colomer mentioned in her seminar, “Archaeology and ethnographies of ma-

terial culture operate from the idea that humans construct their social world by making 

and using things, constructing buildings and dwelling in them. Reciprocally things, 

                                                      
1 Zion Market Research (2017 data) 
2
 Fast furniture; like fast food and fast fashion, it is characterized by an industry of low quality, mass-

produced furniture designed to be consumed quickly. 
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artifacts and objects, and spaces construct human subjects, our personhood,  and 

our identity. We make things, and in turn, things make us. Accordingly, studies of 

materiality focus on the dialectic of people and things and involve the exploration of 

the situated experiences of material life, the constitution of the object world and con-

comitantly its shaping of human experience (i.e. materiality, identity, and subjectivity; 

the materiality of the sign and language; culturally embedded understandings of ma-

teriality; the entanglements between humans and things).“ 

As Tim Ingold states in Making: Anthropology, Archaeology, Art and Architec-

ture; “It is customary in western society to think of making as bringing together an 

ideal form in the mind of the maker, with an initially formless raw material. In this view, 

all the thinking has been done before the making begins. And for those who encoun-

ter the finished object, the thought can only be recovered by reading back from the 

work to an idea in the mind of the maker.” Ingold presents a different interpretation of 

making, as an intrinsically mindful activity where the forms of things are ever-devel-

oping from the communication of sensory awareness and material flows in the pro-

cess of life. 

For a design to take form, it can follow a process: we empathize, we define the 

problem, we ideate, we prototype, and we test. This process is not linear, as we move 

constantly back and forth to reflect, refine and progress from idea to form, and back 

to idea, and so forth. Yet, in the case of wood design, there is a tangible need for 

medium and method. The medium, in this case, involved something that is or was a 

living substance, and the method involves human ability, capability and, inevitably, 

tools. I researched the scores of different woodworking tools I received, attempting 

to understand their purpose and role in woodcraft and their link with the people they 

served and society as a whole. The process led me to ask the question: 

 “In a world where consumerism is king, can tools and 

practices play a role in changing the interrelationships between 

people and their materials in the context of sustainability?” 
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Theoretical Background and Inspirations 

Time 

“Time; the indefinite continued progress of existence and 

events in the past, present, and future regarded as a whole.” 

Time was an essential aspect of my project for several reasons. First, the in-

spiration for my project, the box, and its tool are relics from the past. While these tools 

were last used in the 1950s, a few of them date back to the 1890s, and further still, 

when stripped to their  raw materials, the sources could be thousands or even millions 

of years old.   

Unlike these tools, my abilities are limited by my lifetime. I can counteract time 

and commit to transferring my knowledge and skills to the next generation. However, 

to obtain the knowledge and abilities required to use these tools to their fullest extent 

in the first place, I have to master these skills myself.  

Growing up, I had the luxury of having capable parents, and since I can re-

member, I helped out around the house, learning to fix or build things that needed 

attention. Consequently, I’ve become capable of taking care of, and maintaining al-

most any problem I ran into in my home. It’s an ability that I took for granted as did 

my parents, when their parents before them acted in the same way. To my surprise, 

I discovered during this project that many people are unable to do such things. 

Equally shocking to me, is that they can live their lives without a hammer or a screw-

driver in their home.  

Being able to use tools, understanding how they work and their potential to 

build and repair, has given me the confidence to look at most things in a completely 

different way than my peers. As a result, I see a future, or a life beyond for many 

items, that others would consider trash. In the context of time, my understanding of 

objects is completely askew from other people. Where others see death, I see hope, 
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and life. I found myself asking new questions: does age diminish or enhance an ob-

ject’s relevance? At what point in time, if any, does something become outdated, 

irrelevant, and ready to discard? What is sustainability in the context of time? 

Woodworking 

Woodworking is the activity or skill of making things from wood. Woodworking 

is the umbrella term for several different techniques, including carpentry, wood carv-

ing, furniture, and several other professions. Wood is unique in its characteristics, at 

the very least in the vast  types and properties it can hold. Its flexibility as a material 

has made it a staple natural resource for construction, home furnishing, both basic 

needs and luxury items, and a plethora of other products.  

I have been interested in wood since my early childhood, but only at Linnaeus 

did I discover my desire to make wood design my future profession. For me, wood 

design combines several passions and purposes – using my hands to create useful 

objects; working with a material that is not only practical and sturdy, but also incred-

ibly beautiful to look at and touch. To create high quality wood objects, one has to 

know and respect them material; the tools for working wood are also attractive, inter-

esting to hold and use, and come in a huge range of sizes, shapes and qualities. 

Transforming an idea for a wood object or structure, building it, and watching it be-

come something tangible is exciting and rewarding; while working with wood stimu-

lates the whole brain, leads to better and clearer thinking, and the results of the pro-

cess build self-esteem and pride in my accomplishments. Working with wood can be 

economical, especially if wood objects can be repaired rather than discarded, and 

the skills I use enable me to build a piece with minimal resources, compared to pur-

chasing a very expensive ‘store-bought’ version. Creating wood objects and struc-

tures is finite, and when the project or object is completed, there is a huge sense of 

satisfaction in seeing the finished product. I am convinced that by perfecting my skills 

in woodworking, and combining my passion for design with this medium, I am on the 

road to an exciting and rewarding future profession. 
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The project has permitted me to clearly see the link between design and wood-

working. The two are inseparable – without design, wood’s real potential is never fully 

realized. And without wood, design is far less attractive to me as a profession. 

Social Sustainability  

Speculatively speaking, in a world without tools and methods, where our only 

source of furniture is fast furniture, would humans be as fulfilled with available 

choices, and can our environment withstand our ever-increasing need for raw mate-

rials? There are two ways of looking at it. If more people were more resourceful and 

had the knowledge of tools and wood, to maintain, repair, and upcycle their belong-

ings, there would be less need for fast furniture. At the same time, with a growing 

global population and increased wealth amongst certain groups, people desire 

newer, better, more contemporary design, and grow increasingly dissatisfied with 

used, old fashioned or repaired pieces. Since the definition of social sustainability is, 

“the ability of a community to develop processes and structures which not only meet 

the needs of its current members but also support the ability of future generations to 

maintain a healthy community”, it is not possible to dictate which direction a given 

society will take when it comes to making conscious decisions about wood furniture. 

At the moment, there is a fragile balance between using old older, repaired, or even 

antique wood furniture, and newer fast furniture, but will this be sustainable in the 

future? 

Environmental and Economic Sustainability 

Contrary to what I learned as a child, wood and wood-based industry are part of the 

solution to a growing low carbon economy, simply because wood is a natural, renew-

able resource. Within Europe, woodworking and furniture play an indispensable role 

in the development of a green economic future. It can also be more efficient to build 

with wood, both in terms of cost and environmental impact, as it offers a great poten-

tial to modernize existing older buildings at a relatively lower cost than traditional 

building materials such as concrete and steel. 
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“A forest that pays, is a forest that stays”. 

Increased demand for green infrastructure has positioned wood as an invalu-

able solution for sustainable structures. Wood grows naturally and is recognized as 

sustainable by virtue of it being a renewable resource. Increasingly, wood is har-

vested sustainably, preserving the environment of the forest in accordance with 

modern forestry standards. Where wood is sourced locally, transport costs and emis-

sions are reduced. Wood weighs less than other structural materials, reducing the energy 

needed to move it.   
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Areas of Design 

Service Design 

“Design always presents itself as serving  the human, but its 

real ambition is to redesign the human.”  

       -are we human (p.19) 

The main focus of my design work is situated in the principles of service design. Its 

goals, generally speaking, are to focus attention on a requirement that a user has or 

needs fulfilled. Service design was coined in 1982 by Lynn Shostack, who considered 

service design as an integral aspect of marketing. A typical marketing service struc-

ture consists of a service blueprint which entails the specific processes regarding 

interactions between the service and its users, and how they connect to one another. 

Initially, I questioned whether using the old tools could change the interrela-

tionships between people and their materials. I found that prototyping a service de-

sign enabled me to come in contact with many people to test my research question. 

The service of “hands-on conversations” placed me, as a facilitator, in a position of 

enabler for people who do not have the prior knowledge, confidence, or access to 

work on projects of their own. Whether it’s a broken chair that needs fixing or an IKEA 

hack that prolongs the lifespan of their furniture, I discovered countless opportunities 

to help people learn about the process and the theory of  sustainable resources and 

consumption. 

 Collaborative Design 

I developed the term “hands-on conversations”, as a part of my own design 

thinking, largely because I am dysfunctional in workshop settings. From my experi-

ence, a workshop often benefits the facilitator far more than the participant. While I 

needed to achieve some results with my collaborative design, service design helped 

me to focus on providing a service to others, which inherently meant collaborating 
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with other people. The best way for me to communicate with my target group and 

allow individuals to achieve the highest outcome possible from my service was to 

create a one-on-one space in which the focused primarily on a single user. Going to 

individuals’ homes  and having them come to the wood workshop required my undi-

vided attention. Every service activity was different, each repair unique, every hack 

bespoke, carried out specifically for each individual, while keeping within the limits 

of my toolbox. It simply would have been impossible to work on several activities at 

once, especially with people who lack knowledge about tools and wood working pro-

cesses. Believing that one learns best by doing, I used “hands-on-conversations” 

aiming to help others do things they want to do. Furthermore, being in the one-on-

one context enabled more meaningful communication about design after design, 

sustainability, materiality, and time. 

Circular Design 

The circular design practice relates to my project on the toolbox and tools, as well 

as the bigger picture of my service design. Circular economy refers to the eco-

nomic structure aimed at keeping waste to a minimum and designing to make the 

maximum use of raw materials. Contrary to a more traditional economic model, cir-

cular economy practices bring focus to material loops, by looking at concepts such 

as repair, reuse, refurbishing, and recycling
3
, Importantly, those who support a cir-

cular economy argue that a sustainable world does not mean a drop in the quality 

of life for consumers. In theory, a circular economy can be achieved without loss of 

revenue or extra costs for manufacturers. If circular business models can be as 

profitable as linear models, potential clients can keep enjoying similar products and 

services that they’ve become accustomed to.
  

 

 

                                                      
3 The Ellen MacArthur Foundation, 2018 

https://en.wikipedia.org/wiki/Reuse
https://en.wikipedia.org/wiki/Refurbishment_(electronics)
https://en.wikipedia.org/wiki/Recycling
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Critical Design 

I’ve realized in my process that not everything I’ve done in my thesis work can 

be economically viable, scalable, or even sustainable. However, each service activity 

offers at a minimum a lesson or an idea that could be further developed into a critical 

element of design. Even the failures ive encountered offer opportunities to reflect 

critically on my design process. Eventually, the lessons can be applied successfully 

to my future design work.  

Looking at repair culture as an element of critical design challenges the status 

quo by being inherently opposed to ideals of consumerism and capitalism. I have 

experienced firsthand that the “repair, reuse, recycle” mantra of my service design 

has intensified from a random act of kindness, into full-blown political activism. 

 

Design Process  

 Prototyping 

The toolbox, which is the heart of the project, needed repair. I originally placed 

more emphasis on the box itself, and felt it was necessary to remodel and redesign 

it. The process of renovation opened many new perspectives for me.  Although ini-

tially considered merely product design, the repair process forced me to take a new 

look at my project. As opposed to the process failing to strike anything in relation to 

the +change aspect of the project, it actually nudged me to consider the areas of 

design in which I and the tools could take agency. 

I began with prototyping the interior of the box on Sketchup and made 

mockups and layouts on paper sheets to see in full scale how much space I had to 

work with. My ethnographic research of the tools and toolbox, along with interviews 

with the original owner’s grandson, helped me to determine what pieces were valu-

able enough for me to save. From a selection of possible plans, I selected one that 
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appealed to me both aesthetically and functionally. I began renovating the toolbox 

and restoring the derelict tools to a functional state. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figures No. 6-8 
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Figure No.9 

 

 

 Figure No.10 
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Figure No.11 

 

 

Figure No.12 
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Figure No.13 
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Questioning my position as a woodcrafter, I tried to find out if these tools and 

the trade maintained a place in society. The tools and the toolbox became at this 

point an artifact, a vessel, a change agent even, for the greater message of my pro-

ject. 

I decided that my project would aim to bring people more knowledge about 

and respect for their wood products (furniture or otherwise) by enabling them to be a 

part the process. Although I wanted this project to speak to society as a whole, it was 

more realistic to focus fellows’ students, friends, and family as my target group. By 

changing their relationship to materials, I hoped they would think more proactively 

about items they purchased, and consider either making things themselves, or rely 

on me to repair or upcycle their furniture.  
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Service 

Blueprint 

  

 

 

 

 

 

 

 

Figure No.14 
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Advertising 

Perhaps the most indirectly important areas of my project were the overall ad-

vertising and marketing of my service. I realized that without information, potential 

clients would not know what services I could provide, how to contact me, or how I 

could resolve their furniture issues. For this reason, my marketing strategy was to 

inform potential clients through various forms of media. I designed posters and flyers 

which were placed on Linnaeus University social media platforms, and at strategic 

physical locations across the campus and student housing facilities, such as in the 

entrances to all the main university buildings. The Posters and flyers contained a 

short blurb informing the user about my project, and the necessary means of con-

tacting me. To ensure a wide variety of interactions, I listed my telephone, email ad-

dress, and linked my Facebook account details where applicable. I posted the post-

ers on the campus Facebook page several times throughout the project period.  

 

 

Figure No.15 
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 Figures No. 16-19 
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Service Experiences 

My service was very straight forward. When someone asked for help, I ap-

plied a simple design process – I assessed the problem, I determined at least one 

possible solution, and I applied it. As a result, I helped people fix their things in an 

ongoing conversation about sustainability with regard to material use and con-

sumption. Every interaction was unique and unpredictable, and as a result, chal-

lenging, fascinating and enjoyable. 

Some notable experiences and interactions were as follows:  

Hacked an IKEA bathroom furniture 

Reinserted a hammerhead in a wooden handle 

Repaired a 10-year old Samsonite cloth suitcase 

Repaired a 150-year old Burmese lacquerware box 

Mended a crack in a Vietnamese rosewood religious ceremonial table 

Rebuilt an IKEA single bed that was missing several elements  

Re-attached the wooden trim on a 120-year-old French walnut armoire 

Constructed frames for three original oil paintings 

Repaired a crack in a Malian calabash gourd bowl  

Assisted three students in the program with their coursework. 

Cleaned a drain pipe 

Repaired a broken door latch on an oven 

Repaired the music sheet holder on a piano 

Refinished a coffee table and an outdoor garden table 

Repaired a tear in a canvas painting 

Reset the arms on several pairs of eyeglasses 
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 Figure No.20 

 

 

 

 

 

 

 

 

Figure No. 21 
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Figure No.22 
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Figure No. 23 



 

24 

 

Results  

Altogether I provided about 20 services during the Project. In every case, I 

was able to complete the service, and received positive feedback from participants.  

It was me-what disappointing that participation was quite limited, considering the 

considerable marketing efforts I made across LNU campus. 

All of the activities that I carried out were successful. Interestingly, I received 

many re-quests to build brand new items, to dismantle and move fast furniture, and 

to build fast furniture. I found it difficult to draw the line where my services would end, 

since I had advertised ‘Just build it’, which did not specify that I was interested in 

wood furniture. I also felt it was important not to limit my opportunities, so I responded 

positively to all re-quests. This raised many questions for me regarding my future 

design plans:  

- Would I simply continue building brand new things, as a carpenter or woodworker 

does professionally? 

- Where was my limit between being helpful and being taken advantage of?  

- Could I feel satisfaction providing any sort of building service, or did I actually need 

to define a specialty to feel fulfilled? 

I have concluded that through the restoration of the toolbox and carrying out design 

processes for improving its functionality pushed me to question my own functionality 

as a tool, as a collection of experiences and as an outcome of design.  

By pursuing my interests as a designer and my passion for helping people, I was 

able, to a certain extent, to guide people through their own projects and enable them 

to be more reflective in their relationship between them and the materials that make 

up their homes. Some people had existing knowledge of materials and/or tools, while 

others had no prior experience with either. In a world where most people rarely inter-

act with their products beyond their intended use, I found that participants expressed 
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appreciation for the information I shared with them. Through my services, they be-

came a part of the work, and were able to grasp that experience and bring it into 

their own lives. Although it was a very slight change in their position of consumption, 

the service activity and its practical nature provided an opportunity for them to be-

come involved and to reflect.  

Throughout the process my positivity about what was possible and what could be 

done heavily influenced my participants’ involvement. An unforeseen perspective 

arose in which the sentimental value of these objects increased. By carrying out 

these services with me or at least observing my work, the owners became involved, 

and emerged from the process with a closer connection to their objects. This was 

not only because of their improved understanding of the material, but also because 

they spent their time and effort in making, fixing, or repairing their possessions. Some 

developed a more pro-found attachment to them. An IKEA under-sink storage cup-

board, evolved from being the cheapest furniture one could find, to something that 

had been carefully put together, with a greater value was added to it.  Much like a 

parent cherishes their children’s artwork as a masterpiece, people who became in-

volved in the repair, rebuilding or up-cycling of their objects became protective and 

proud,  

One negative outcome of the services I provided was the realization that some peo-

ple could not appreciate the large amount of thought and effort that was required to 

complete the task. Another less than positive result was that most people were una-

ble to fully use and benefit from the woodworking tools, due to their lack of skills and 

ability. Finally, the time required to complete services varied greatly. In some cases, 

the quality of the service was less than ideal due to my limited availability and free 

time.  
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Further Development  

In order to continue my design after I completed the Project, I wanted to identify next 

steps to ensure continuity.  Considering that I would not be available or involved after 

the end of the semester, it was important to find solutions as soon as the services 

began. One idea I had was to post the results and progress of each service I com-

pleted on a social media platform, documenting the work within a short time period. 

However, an Instagram or Facebook page providing one-sided information on what 

I had done did not seem to match my design work. I also found that I had no time to 

create the posts, and one by one, the opportunities to share the accomplishments 

passed by. 

I now think the best solution to promote my design work, and ensure a sustainable 

process of services, would be to create an interactive website, that serves as both a 

cata-log of completed actions, and a space where those providing services and 

those benefiting from them could share experiences and pass knowledge and skills 

on to others. People seeking advice and guidance for problems or issues, could 

consult the website for ideas, and contact people with the tools and skills to help 

them. Solutions for solving problems could be shared systematically, and the website 

could become a learning platform for all. 
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Evaluation 

Limitations 

The key limitations to the Project were:  

- The availability of others to be involved 

- The overload of responsibility, with the Project’s success or failure resting in my 

hands alone to provide services to people.  

- The lack of time to develop a more sustainable web-based community, to continue 

service provision and to extend the outcomes beyond the life of the Project. 

Opportunities 

Despite the limited results and obvious limitations, the Project shows that there 

is a demand for services, and a niche for wood design that uses tools and practices 

to change the interrelation-ships between people and their materials in the context 

of sustainability. This means that there is an opportunity to make progress, if other 

elements can be brought together, such as a business plan, more reliable and con-

tinuous means of communication through a web-based platform, and a greater num-

ber of people willing to sign on to using, promoting and servicing sustainable wood 

furniture products. There is an opportunity for better advocacy to convince decision-

makers and consumers of the importance of using and re-using wood objects. There 

is also an opportunity for fast furniture companies and consumers to be held more 

accountable for wood waste. Better policies including economic incentives for re-

ducing wood waste could be a solution as well. 
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Conclusion 

The design Project has potential, but there are important questions to be answered 

related to how it can successfully incorporate a business model. For example: What 

type of business could harness the opportunities and at the same time, offer an indi-

vidual (or individuals) a viable means of making a living? How many woodworkers 

would need to be involved? How great is the demand for their services? Are there 

policies or regulations that would need to be in place for a successful practice? The 

idea is intriguing even though at present I am not sufficiently equipped with 

knowledge and skills to pursue or to take on the challenge. I hope that in my upcom-

ing master’s Degree program, I can explore the topic and determine the viability of 

earning a living through sustainable woodworking. 
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Appendix 

All photographs are my own work and documentation. Depictions of others hands 

and faces have been taken with the consent of the person(s) involved. 

Figure No. 1  

Building blocks of hard and soft woods. An icebreaker in workshops to begin con-

versation about sustainable practices. 

 

Figure No. 2 

The Exterior of the toolbox. Covered in cobwebs and heavily tarnished 

 

Figure No. 3  

 The tool box in its original, disorganized context. 

 

Figure No. 4  

 Laid out, the tools emerge as less of a collection of functional items, but an 

ethnography of a life’s work. 

 

Figure No. 5 

A close up of one of the tools, documenting it’s age. Its red finish cracking 

off, and its gears rusted stuck 

  

Figure No. 6 ,7,8 

Renderings of Potential toolbox restoration 

 

 

Figure No. 9, 10, 11, 12, 13 

 Restoration and renovation of the tools and the toolbox. 

 

Figure No. 14 

 My service design blueprint 
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Figure No. 15 

 My flyer posted on a university bulletin. One of the many flyers and posters 

distributed around campus. 

 

Figure No. 16, 17, 18, 19. 

 Prototypes of posters to test and experiment with design language\ 

 

Figure No. 20, 21, 22, 23 

 some of the actions that were, in my opinion, the most rewarding aspect of 

the service design. 

 

 

 

 



 



As the practical work of the project came to an end, I realized I had 

no physical products to display as a result of fixing things that other 

people used on a daily basis. I couldn’t bring an oven with a fixed knob, 

or a Piano with a new music sheet shelf. I had to find a way of displaying 

my work in a way that was both meaningful to me, and explanatory, 

pedagogically relevant, and interesting.  

At one of the first presentations we had for project proposal, we had  

a choice of bringing the class to a location of our choosing, and feeling 

that the tools and tool box were of importance to my project, I brought 

the entire class down to the wood workshop, this action of having 

everyone in the correct context, putting their hands on the tools and 

feeling the atmosphere of my project was a practice that stuck with me 

for the rest of the project. I felt it was important in many ways, to bring 

people to the context of my project, just as I had done during my Hands-

on conversations. 

A number of concerns came from the exhibition space. As a group. 

It became a problem, but for my own work to develop, it became a grey 

area of what the space would look like during the exhibition. As one would 

expect, we were granted a stark white space (mostly). It was a quiet 

combination of rooms that were very typical of an exhibition space for 

paintings or sculpture, but no in the least bit a correct context for loud 

saws, hammers and glue drippings. 

The first decision I made in displaying my project was choosing 

how to present. It became clear to me very quickly that my project would 

make no sense on a stark white podium, with all of its historical and 

imperial connotations and therefore it was thrown away and replaced with 

a wood workbench. Covered in gouges and scratches, I had to sand it 

down a little bit to fit in more with the rest of the project, but I believe it 

did as intended; brought the viewer into the context of my project. Into 

the wood workshop.  

Next came working with the pieces to show. I couldn’t bring all the 

projects I had worked on, but I did still have the box, as well as the tools. 

They are the inspiration for my project, and I believed that by exhibiting 

these items, it would communicate the change and aspects of 

sustainability that my project evoked. By turning those tools into a 



conversation starter, just as I had in the project, I could place them in the 

exhibition in a way that would let people feel them, understand them and 

create a connection with them, different to a traditional exhibition in which 

relics are placed under glass and to be viewed from a far. This, in 

combination with the workbench, created a hands-on experience for the 

viewer that was crucial for me to communicate. 

There were a number of complicated, and problematic challenges 

during the course of this module to face; the largest being the 

continuation of developing my own personal work while working to 

develop, solve, and build the grander scale of the larger exhibition. 

Communication between our projects and the exhibition space limited 

the time that I was able to spend developing my own project, and in an 

effort to be democratic and take into account other peoples projects 

ideas, we gave up space within the exhibition halls that would have likely 

been better suited for our own projects. Another dilemma I faced was 

exhibiting the tools that would allow people to interact with them, without 

the risk of either stealing them, or much worse, being hurt by them. It’s 

simple in my experience to view these objects as nothing more than tools, 

but t many others, they do produce a quite violent image. Sharp edges 

and blades, heavy weighted metals don’t leave a lot of invitation for 

someone to play with, and because of that, the form in which they were 

presented posed a problem for me.  

Relating to time of course, as did my project, I was brought back to 

my childhood, in which I would read books and make models of aircraft. 

I had always enjoyed figuring out how things were built, and in particular, 

there were books that offered exploded, cut away views of machines and 

objects. It was something that I was reminded of once again when doing 

the research for this project, where researching the origins of these tools 

brought be to the exploded manufacturing views of mechanisms and 

tools that were so common in the 20
th
 century and still to some degree 

today.  



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



I decided to emulate that appearance by dissecting and exploding 

the toolbox. I accomplished this by attaching cable from the ceiling and 

hanging the contents of the toolbox in the same fashion. In the end it 

created a three-dimensional dissection, and ethnography of the toolbox 

itself, in a way that I found to be very visually appealing. I received great 

remarks from some of the visitors that attended the exhibition. 

 



I had originally attempted to organize a workshop in which people 

could come and repair their items, but it became too messy with the 

kulturparken, and the demographic of people would not have been 

predictable enough; perhaps children would have come, and I myself am 

not certified or even prepared as one person to manage sharp tools with 

children. Had I found a way to hold a workshop, it would have greatly 

increased the understanding of my project’s goals to the public. 

The lessons I’ve learned throughout the project is to make more use of 

simplifying and getting to what is important. At the beginning of the 

module, I had ideas of paragraphs of texts hanging besides my project, 

but after discussions from the tutors, and the final decision to place 

didactic panels along everyone’s work, I found it was simplicity that did 

it for me in the end. Rather than shove information down the viewers 

throat, the thought of leaving a little to the imagination worked well for the 

context of my project, in the way that perhaps they would leave thinking 

they could go and do something with wood themselves.  

 

 



 


