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Abstract: Many products have historically contained an ritithal narrative yet almost all
products carry less obvious inherent narrativesses of their production or of their cultural ongi
Many contemporary product designers recognise andot utilise the potential of the product
narrative and the impact it may have on the end-U$es paper looks at the value of storytelling
in current product design and the role of the desigas storyteller. Storytelling will be outlined
through a framework comprised bfarrative, Manufacture History and Interaction The main
body of the paper focuses on the award winninggthegractice of the authors’ Bernabeifreeman,
in relation to a project undertaken with the Embess Guild, Victoria as a case studihe
Presence of Things: sense, veneer and geiggbition centred on the ability to embed strong
historical links into the products that were desigjin response to the collection of the Embroiders
Guild. This paper will discuss the designers inierthe design process as well as methodologies

used to embed emotional triggers in the work.
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1. Introduction

The notion of empathy provides the means througiciwto understand the life experiences of othenss Fhift
in perspective allows one to, as Atticus Finch aikmd inTo Kill a Mockingbird,climb into another’s “skin and
walk around in it” [1]. This idea manifests itsaifa design approach in which product designerk lmyond
the form and usability of products and also consideplacethey may occupy in an emotional sense in the life
of end-users. Industrial designers Bernabeifreeishamtify four methods of storytelling associatedhatheir
products various stages of realizatiblarrative, concerned with precedent and concéfanufacturing the
residual qualities of the manufacturing procéfistory; history of the actual object in its associatiathvihe
end-user, anthteraction identification with the product through experiehtjualities. This storytelling
approach is revealed by design work exhibited asgfdhe Presence of Things: sense, veneer and guise
exhibition. A brief overview of the exhibition wibe provided followed by a discussion of Bernabeifreeman

contribution to this exhibition, thEmapendant.



2. The Exhibition
“The Presence of Things: sense, veneer and guistrees the social importance of public collecgoiot
only do they function as repositories used fordnisal research, they can be interpreted and useprbduce

new and unique works of arf2].

The Embroiders Guild, Victoria has amassed ove3féces of embroidery work and lace in their aitn.

In 2006 the collection formed the precedence fat@mporary work created by 14 Australian desigaers
craftspeople exhibited under the tiflae Presence of Things: sense, veneer and.gilieedesigners and artists
viewed the collection over a period of three monsiadected pieces to interpret and used theseeaotiteptual
basis for storytelling in their own work. The sheaught to emphasise the importance of public ctitlas and
their multi-faceted role and in this way perhapstRry notion of the exhibition demonstrated emypattits
approach to a historical collection. Reflectingpast embroidery techniques, social upheavals dsatted in a
shift away from cottage industry textiles and temale identity entwined with textiles, allowed suiratives

to be interpreted and distilled into contemporagecps.

3. Ema
“For us to develop a new product, we have to bedbljustify it. It has to have a reason for bethgre, it had

to say something new, have its own story, haw@itsplace in the world’Rina Bernabei [3].
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lFigure. 1Emapendant light Figure. 2 Broderie anglaisigdéhcarrying coat

The Emapendant light (Figure 1) displayed as parThé Presence of Things: sense, veneer and guise
exhibition, is comprised of a fabric diffuser coegblwith an aluminium diffuser disc on the undersiddustrial
designers’ Bernabeifreeman sought inspiration éntifoderie anglaise technique of a mid 1808#d's carrying
coat(Figure 2) for theiEma sample one, two, threendants. Broderie anglaise is a “whitework” entteoy
technique dated from 1820 and was popular througtheuVictorian era particularly for costume embeyy
and was historically used for designs consistingeafmetric patterns or “of conventionalized flowansl
leaves” [4]. Visually th&emapendant light (Figure 1) utilises a regularizedmetry in its motif, alluding to the
botanical influences of original broderie anglgisdterns. The strong use of precedent influendiegésulting

product speaks of tHearrative storytelling approach.
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igure. 3 Sampler from the Embroiders Guild, Vi@arollection. Figure. 4 Screen print fBmashade.

The conceptual underpinning of tRenapendant draws together all four storytelling tegieis in its reference
to the sampler. This educational tool ‘stitch-tygmies’ catalogued by embroidery novices speakotif the
Narrative, Manufacture, HistoryandInteractionstorytelling methods. Bernabeifreeman put thengesein the
shoes of the young needlework novices learningr&g and were inspired by both the process andgbel
aesthetics of theamplerpieces. Figure 3 shows one such sampler held indlection of the Embroiders Guild.
“The array of stitches that comprise a samplerlEnonsidered as distinct individual groupingsherwhole
cloth as an entire composition” [5]. Thampler is importantly handmade and lovingly ciffeheEmapendant
whilst manufactured with industrial techniques irdaa sense of individuality and the hand of thedtsperson in
mass production. Figure 4 shows the pattern fothinacscreen printing composed to mimic the samglads
laid out in such a way as to allow each fabric shtadbe cut from a different portion of the fabritie reference
to the sampleis highlighted by the juxtaposition of Figure 3 dfigure 4. This approach to the manufacturing
process results in the fabric shades forBheabeing somewhat personalized instead of simplyinglypon a

design ‘repeat.’

Figure. 5 (leftEmadisk 2,Emadisk 3 (right) CAD drawings

The technique of creating broderie anglaise, “csindi of a series of cut holes, worked around itobbable
stitch”, in a sense negative shapes on a surfagededith further stitching [6]. The manufacturingypess of the

Emapendant therefore also alludes to the manufagiimeipals of broderie anglaise. The undersidéheBma



is a circular punched aluminium disc diffuser, pewdoated white. Three discs with different intetptions of
the broderie anglaise pattern were designed; tee liging that in production the end-user had sesais
individualization through the different configumatis that could be combined between discs and fdesmns.
For the design of these discs, broderie angkasaples from the lace collection were reinterpreted digitized
through hundreds of different sized circular puritheles (Figure 5). These were designed in a caenput
drawing program, and sent via the web to the maruifar, where a “multi-headed turret punch transféthe
intricate patterning into the metal” [7]. The fihisd metal pieces became a series of metal lacegedad

through which the light penetrates when illuminated

Yet it is through thédistory andInteractionnarratives that end-users can begin to attach eheirstories to the
product. A new wave of industrial designers havgupeto recognize the importance of end-users’ attent to
mass-produced products, for “man is not dndyno sapiensr homo ludenshe is alsdtvomo faberthe maker
and user of objects, his self to a large exteeflacgtion of things with which he interacts” [8].W&n lit the
perforations on thEma'smetal diffuser disc cast a shadow establishin@gue with the end-user and their
interior environment. The shadows resulting from punched metal become a somewhat secondary
interpretation of the embroidery patterns, a terapowallpaper cast onto the interior wall surfacés.as the
Emawas displayed in an exhibition environment itatieinship with end-users was fleeting. It is within
domestic interiors that this product can beginrtidytdevelop significanHistory andinteractionnarratives as is

the case with many products.

4. Conclusions

Storytelling in product design has been outlinectland explored through a framework compriseNafrative,
Manufacture History andinteraction TheNarrativetechnique deals predominately with precedence and a
articulated by the President of The Embroiders @didnet Long, “The past is an endless repositoiyeafs,
sourced incessantly for pearls of inspiration fomtemporary contexts” [9]. During the fabricatiditioe

product itsManufacturemay also provide the ‘residue’ from which a storight be discerned by end-users. In a
product’s relationship with its end-user the endrusay attach their personal storiedHistory and finally,
through contact overtime the product may develomteractionnarrative. Thus the dialectic of this framework
considers both the design phase and the time wigeproduct has passed from the designer’s hamésitte

with end-users. These four methods of storyteliifigr possible avenues for creating emotionalli ric
industrially designed products which may be thethier personalized by end-users enabling the pitdduc
become special and integrated into an end-uséz'sHowever for stories to be ongoing and endubetyveen
end-user and product, designers will need to gomeyhe methods illustrated here and consider ma®®und
or multilayered sensorial dimensions in the desigrif products. Yet it is clear that the time hame to re-
evaluate what products are considered to be ofvalour lives and why, and thus instead of thdiferation of

things begin to reassess firesence of things
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