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Abstract

Clothing, like architectural design, once fulfilled vital functions for the 
body—insulation, protection, and temperature modulation. The perva-
sive use of heating, ventilation, and air conditioning has now all but 
usurped those functions. Once a primary mediator between the body 
and environment, clothing has come to occupy a subordinate role to 
that of mechanical climate-control systems; all too often it appears 
ephemeral and insubstantial, a signifier of wealth, taste, and status. Such 
is the power of the fashion industry, moreover, that vast populations 
around the globe dress observing an etiquette originating in Western 
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Europe. Fashion designers take as given the standard environmental 
context: 64°F (18°C); however, if the colonization of sub-tropical  
regions of the United States (focusing on these areas with a view to 
the world-at-large) is to continue as resources to support such artificial 
lifestyles diminish, the relationship between body and environment will 
be radically reassessed and models for sustainable modes of living will 
have to be borrowed and invented. This essay situates the rationale for a 
collection of regionally specific clothing that mitigates the effects of the 
environment on the body, functions as an anticipatory model fostering 
alternate ways of being and doing, and explores opportunities for local 
manufacturing and regionally sourced materials.

KEYWORDS: speculative design, ontological designing, sustainability, 
critical regionalism, anticipatory design

This essay presents the rationale and context for the first two items in 
a collection of region-specific, recombinant clothing. Initial prototypes 
for the project, entitled Clothing as Shelter, investigate ways in which 
clothing might mitigate the effects of the environment on the body, 
function as an anticipatory model, and foster alternate ways of being 
and doing in Austin, Texas, as our community explores opportunities 
for local manufacturing and the use of regionally sourced and sustain-
able materials.

We designers participate in the generation of surfeit, creating  
artifacts, the vast proportion of which come into existence in order 
to support national economies employing the insidious practice of 
stylistic obsolescence. In executing this mission and accepting these 
practices, we designers actively participate in the continued deple-
tion of natural resources, accelerated environmental degradation, 
and are complicit in mass global human rights violations. However, 
we designers might alternately employ the skills at our disposal to 
design and distribute artifacts that initiate new, ethical, and sustain-
able practices.

In the world of product and industrial design, as in fashion, the domi-
nant approach to sustainability adheres to the notion of Sustainable 
Growth, a concept premised on a positivist understanding of the role 
that science and technology will play in mitigating the negative envi-
ronmental impacts of mass-industrialization and the assumption that 
growth itself is not at issue. Growth of a country’s economy necessarily 
demands market expansion and the use of unethical mechanisms to 
ensure rapid replacement of goods in increasingly saturated markets.

Shortly after the economic collapse of 1929, a strategy to increase 
product turnover and boost the US economy was proposed by realtor 
Bernard London as a remedy to the woes of the Depression. London, 
commonly considered the originator of the concept of planned  
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obsolescence, suggested that “[f]urniture and clothing and other  
commodities should have a span of life, just as humans have. When 
used for their allotted time, they should be retired, and replaced by fresh 
merchandise” (London 1932, 11).

A strategy similar to the one London outlined was indeed applied 
and new skins were designed for radios, toasters, and a range of white 
goods that were technologically similar to the preceding model, but 
made explicitly for the purpose of increasing turnover, ushering in the 
era of increasingly short product life spans for even the most durable 
of goods. These practices heralded a radical shift in values from the 
frugality and layaway practices of the 1930s, precipitated the excesses 
of the immediate post-war years, and led to the advent of the “throw-
away society” (Cosgrove 2014). And so it was in the latter portion of 
the twentieth century that citizens were rendered consumers liberated 
from domestic drudgery and free to revel in fully accessorized leisure 
activities, all supported by the debt economy.

Designed or stylistic obsolescence remains a central element of 
most Western industrial, socio-economic systems, and Sustainable 
Growth conforms to this expansionist economic model contingent on a  
value-system that accepts as given accelerated product turnover and 
excessive waste. In this version of reality, design plays a central part 
by circulating artifacts and messages that range from well-meaning  
attempts at mitigation to deliberate acts of green-washing; as the prefix 
“eco,” much like that of “designer” which preceded it, has proven to 
effectively boost sales whilst assuaging consumer fears and guilt.

Tim Jackson, a member of the now defunct UK Sustainable  
Development Commission, noted that “[s]ociety is faced with a profound 
dilemma. To resist growth is to risk economic and social collapse. To 
pursue it relentlessly is to endanger the ecosystems on which we depend 
for long-term survival” (Jackson 2009, 186). The development of  
strategies for long-term human and economic survival currently flounder 
on fears of economic hardship, our love of creature comforts, doubts 
constructed around science that predict imminent environmental and 
political crises, and a real dearth of viable alternatives. Designers, with 
their well-honed anticipatory skills, however, are uniquely positioned 
to help negotiate this quagmire, visualizing problems and opportunities 
while developing prototypes and making credible arguments for more 
sustainable trajectories.

The anticipatory and speculative work of designers can play a vital 
role in a necessary reorientation of values, moving societies away 
from a value-system shaped by the undue importance placed upon 
Gross Domestic Product as “the” indicator of a nation’s health to one 
informed by a more all-encompassing measurement of society.

Economists Joseph Stiglitz, Amartya Sen, and Jean-Paul Fitoussi 
observed in the aftermath of the most recent financial crisis, “If we 
have the wrong metrics, we will strive for the wrong things” (quoted 
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in  Porter 2014). There are good alternate metrics already in circulation 
that, if adopted, would reframe societal values to support the well-being 
of planet and person. Both the Human Development Index—created 
by the United Nations “to emphasize that people and their capabil-
ities should be the ultimate criteria for assessing the development of 
a country, not economic growth alone” (United Nations Develop-
ment Programme 2015)—and the Social Progress Index—“a measure 
for the Twenty-First Century that includes an assessment of basic 
human needs, well-being and opportunity” (Social Progress Imperative 
2015)—offer guidance to designers and policy makers as they under-
take the  mammoth project of realigning values and behaviors towards  
sustainability.

Designers, industry, and consumers alike have readily accepted 
“lite” trickle-down sustainability efforts, which, much like trick-
le-down economic strategies, are questionable in their effectiveness. It 
is becoming apparent that mitigation, a common industry approach to 
un-sustainability, cannot realistically combat the catastrophic social and 
environmental consequences of mass-industrialization and the excesses 
of consumerism. Radical and systemic changes will be needed and can 
arguably be introduced more effectively from the ground up by multiple 
independent actors at liberty to utilize guerilla tactics of enquiry and 
interruption.

Leaving behind mitigation and the narrowly framed design project, 
Clothing as Shelter adopted “Ontological Designing” as a methodology.

Ontological designing implies a radically different understanding 
of design as practice and object than those generally available; it 
also implies different ways of understanding how we, as modern 
subjects “are” and how we come to be who/what we are in the 
modern world. (Willis 2007, 80)

This approach to design recognizes that artifacts such as products, 
clothes, buildings, and systems are not only designed, but in turn design 
the user, wearer, occupant, and culture in very particular ways; the  
practice of ontological designing is therefore, as Ann-Marie Willis 
(2007) and Tony Fry (2012) assert, a political act. This moves design 
beyond conventional discussions of design thinking and process, so 
popular in business schools today, and towards an understanding that 
“design is something far more pervasive and profound than is gener-
ally recognized by designers, cultural theorists, philosophers or lay 
persons” (Willis 2007, 80); it is a way of shaping how humans are 
in the world. Whilst this brings to mind Stephen Hawkings’ cautions 
about the pursuit of ever-greater capacities for AI and the specter of 
Albert Speer, ontological designing supports the argument that design 
and designers have the capacity to transform culture in positive ways by 
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realigning our trajectory with the mission of social and environmental  
sustainability.

It is within sustainable fashion discourse that some of the most 
compelling arguments for creative resistance to mainstream production 
and consumption have been made. Kate Fletcher has been outspoken 
in her criticism of industry efforts towards sustainability and has urged 
colleagues to move beyond notions of mitigation. In a 2012 blog post, 
she stated:

While the prospect of a radical re-visioning may sound 
wrong-headed to those working on the task of increasing effi-
ciencies and reducing waste within the mainstream—and who 
directly experience environmental gains and personal fulfillment 
from doing so—creating sustainability involves an alternative 
approach. It requires us to reset our senses, to look beyond the 
monotone familiar to the unexpected pattern world of sustain-
ability. Sustainability in fashion is more than a new initiative 
around chemicals restrictions, a materials index or universal 
standards and tools for defining and measuring environmental 
and social performance. It is a chance for all of us who are part of 
the broader fashion ecology to flourish. (Fletcher 2012)

Rather than accepting hyper-consumption as the given context to which 
a work of oppositional design must respond, it has been useful with 
Clothing as Shelter to adopt a different stance: that of indifference. Jean 
Baudrillard offered indifference as a counter-strategy, but it is important 
to note that this notion of indifference is “not equivalent with a lack of 
concern for the plight of the oppressed or the hungry”; it is rather, “a 
poetic quality not far removed from the gestural politics of the Situ-
ations” (Rojek 1993, 109‒110). For Clothing as Shelter, indifference 
has served to cleanse the palate, affording an opportunity for critical 
reflection on the normative context for design and liberation from the 
tyranny of trends.

An inquiry of this nature requires a manifesto of kinds: one informed 
by a series of post-World War II manifestos resisting the normative 
sway of mass-culture.

1.  Danish filmmaker Lars Van Trier’s “Dogme 95 Manifesto,” 
which was positioned “as a ‘rescue action’ to counter the 
predictable scenarios, superficial action and technological 
cosmetics so relevant in the Hollywood-dominated cinema 
world” (Schepelern 2005).

2.  “First Things First,” published by Ken Garland in 1964, which 
urged designers to pursue a reversal of priorities in favor of the 
more useful and more lasting forms of communication. We hope 
that our society will tire of gimmick merchants, status salesmen 
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and hidden persuaders, and that the prior call on our skills will 
be for worthwhile purposes (Garland [1964] 2015).

3.  “Five-Points for an Architecture of Resistance,” delineated by 
architectural theoretician Kenneth Frampton in his essay “Place-
Form and Cultural Identity” (1988), which challenged a generation 
of architects to resist mass-industrialization and generic typologies 
through thoughtful regional interventions.

Clothing as Shelter similarly challenges the logic and parameters 
of production. It is a project indifferent to the global economic and 
cultural forces now shaping design, but sensitive to the needs of local 
culture through the design of a recombinant collection of garments 
designed to circumvent the logic of the fashion system.

Clothing as Shelter: Parameters
Architecture has the “intrinsic advantage of being a particularly resistant 
metier,” a form embedded in the geography and culture of a place and 
naturally resistant to easy application of mass-production methods 
(Frampton 1988, 55). Those of us within the fields that pioneered indus-
trial-scale standardization and globalized systems of mass-production 
have another task at hand: that of reclaiming meaning, having recog-
nized that our ephemeral production has long been rendered simulacra. 
Clothing as Shelter makes an argument for a regionally specific system 
of clothing, designed to circumvent typical understandings of clothing 
as fashion whilst recognizing the import of sartorial elegance. It is a 
collection designed for wear in one particular place and comprised of 
discrete and replaceable components that keep the wearer comfortable 
year-round.

The parameters for this project were guided by Frampton’s “Five-
Points for an Architecture of Resistance” (1988) as a tool to specify 
a position on a continuum between two poles. When applied to the 
design of clothing, it necessitated a shift from global marketing priori-
ties to a regionally situated and deliberate design practice. Implemented, 
as they are, in the context of a future scenario in which inhabitants of 
the Southern regions of the United States live with diminished reliance 
on mechanical climate-control systems and individualized modes of 
transportation, the resulting garments (for example ParaSol; Figure 1) 
make evident the important role clothing will again play in mediating 
environmental challenges for humans.

Parameters for Clothing as Shelter Informed by Five-
Points, Dogme 95, and First Things First

1.  Design, like architecture, for a specific climatic and cultural 
context.

2.  Declare indifference to generic global culture.
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3.  Circumvent the need for rapid replacement of clothing items.
4.  Construct using viable local materials and production methods.
5.  Seed desire for low-impact lifestyles through demonstration and 

performance.

It is not my aim to pose as a fashion designer, but rather to investi-
gate the logic of the fashion system from the perspective of a product 
designer. Then, use clothing as a vehicle to question and upend the logic 
of stylistic obsolescence, in order to effect a transformation of practices 
in a range of design fields, stylistic obsolescence having rendered most 
rigorous design acts as mere styling.

Clothing, like architectural design, once fulfilled vital functions 
for the body—insulation, protection, and temperature modulation, 
functions rendered redundant by the pervasive use of heating and 
air-conditioning. Once a primary mediator between the body and 
environment, clothing has come to occupy a subordinate role and now 
frequently appears ephemeral and insubstantial, a mere signifier of 
wealth, taste, and status.

Such is the power of the fashion industry, moreover, that vast 
populations around the globe dress observing an etiquette originating 
in Western Europe. Designers take as given the standard environmental 

Figure 1
Clothing as Shelter. Tyvek prototype for Para-Sol, garment #1. Modeled by Jennifer Prichard. Time-lapse photo courtesy of author, 
2014.
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context: a constant of 68°F (20  C) in air-conditioned pods and 
hermetically sealed architectural spaces. Fashion’s influence is immense, 
and, if tapped in support of values that prioritize product longevity and 
the health and well-being of future generations, it could be instrumental 
in transforming behaviors.

Clothing as Shelter is a collection of recombinant, mendable, and 
replaceable garments to be layered and worn in different configura-
tions according to seasonal and daily shifts in temperature: 75–105°F  
(24–41°C) in mid-summer and fluctuations on winter days that range 
from near-freezing mornings to 70°F (21 C) afternoons. The garments 
are designed to utilize renewable resources in Texas, such as bamboo 
and mohair, and the patterns are to be made available as a download-
able, open-source offering, prompting rhyzomatic distribution, hacking, 
and wide dissemination and use of the concept.

The first item in the recombinant system, Para-Sol, was designed for 
use in the hottest summer months (Figure 2). The design lightly covers 
both the head and arms and easily slips on over any sleeveless garment. 
It not only provides UVA/UVB protection to prevent sunburn when 
walking, but the hood-like structure leaves the arms free and creates a 
through-draft to channel airflow, using the evaporative cooling process 
to facilitate comfort while walking.

Figure 2
Clothing as Shelter. Detail of Tyvek prototype for Para-Sol, garment #1. Modeled by Jennifer Prichard. Photo courtesy of author, 2014.
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This garment presents a new and unfamiliar design vocabulary on 
the street, one driven by the requirements of a particular place and 
politic. The wearer conspicuously presents on the street as a means of 
advocacy for a particular lifestyle: the walker who chooses to travel 
more sustainably by means of human-powered propulsion rather than 
to accept reliance on non-renewable fossil fuels and the mandate to 
arrive quickly. The materials and structure of the garment are indeed 
expressive of function, but do not conform to any particular clothing 
typology, although they might allude to construction techniques 
familiar from lobster baskets or parasols. There is also perhaps a nod to 
the pioneering spirit of those who once traversed the American West in 
similarly covered wagons.

Prototyping, the iterative process, and testing artifacts in the context 
of use are central elements of a rigorous and experimental design prac-
tice. Para-Sol has been tested on the street and feedback has informed 
each of the five iterations undertaken. The earliest versions of the design 
were developed in collaboration with local pattern cutter Tina Sparkles, 
fabricated in paper and Tyvek, and then recovered in linen (Figure 3). 
Moving forward, the form will be altered to increase the wind tunnel 
effect (Figure 4) and to articulate the hood structure, facilitating flat-
packing when not in use (Figure 5). In the final version, Para-Sol will be 
skinned with a medical grade, anti-microbial fabric that has UVA/UVB 
blocking capacities. Most fabrics on the market with these capacities 
spin silver with cotton or silk; however, textiles engineer and researcher 
Jonathan Chen at The University of Texas, Austin, is developing a 
remarkable silver and bamboo fiber, and it is this material that will 
ultimately be specified for Para-Sol.

As I conclude the design and development of the first hot weather 
garment, I am exploring forms and materials for another outer skin, 
this time intended for use during the cooler months. Felted mohair has 
been the focus of the investigation as goats are particularly well suited 
to the rugged terrain and harsh climate of Texas. Initial research into 
the viability of mohair has involved visits with a goat farmer in Ozona, 
Texas, who in the early 2000s developed a Texas loop for growing, 
processing, spinning, weaving, and retailing mohair products. Connec-
tions have also been developed with more artisanal producers in the 
Texas Hill Country, in Central Texas, who undertake the fiber-to-
product process but on a smaller scale. The form of this second garment 
is in the research and development phase. Experiments to date suggest 
that it will have no sleeves, a loose form to facilitate layering, and that 
it will be constructed using a felted mohair fabric (Figures 6 and 7). The 
fabric will necessarily be produced at an artisanal level because Texas 
can no longer support farm-to-market enterprises; the farmer in Ozona 
suspended her regional production experiment in 2011 when Texas 
A&M University, which had facilitated her cleaning and processing 
steps, ended its natural fibers research program.
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In Italy, however, holistic futures have been envisioned and success-
fully demonstrated by slowing down in order to connect contempo-
rary possibilities for sustainable living with pre-industrial traditions 
and practices of that region. Slow movements have utilized traditional 
Italian methods of production for food and artifacts and have champi-
oned the cultural importance of product quality and longevity. While 
demonstrating a more humane, satisfying, and environmentally feasible 
existence, Slow Design facilitates “a unique and vital form of creative 
activism that is delivering new VALUES for design and contributing to 
the shift toward sustainability” (Strauss and Fuad-Luke 2008, 1).

Slow principles are at the heart of the American writer and envi-
ronmental activist Wendell Berry’s regionalism model, which he terms 
“local life aware of itself” (Barry [1972] 2007, 39). Berry argues:

Without a complex knowledge of one’s place, and without the 
faithfulness to one’s place on which such knowledge depends, it 

Figure 3
Clothing as Shelter. Recovered shirt 
linen prototype for Para-Sol, garment 
#1. Modeled by Jesse Cline. Photo 
courtesy of author, 2015.
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is inevitable that the place will be used carelessly, and eventually  
destroyed. Without such knowledge and faithfulness, moreo-
ver, the culture of a country will be superficial and decorative,  
functional only in so far as it may be a symbol of prestige, the 
affectation of an elite or “in” group. (39)

Kenneth Frampton, in his essay “Prospects for a Critical Regionalism,” 
recognized the local wisdom of the built environment and called for 
architects to resist the homogenizing effects of standardization and 
 industrialized methods by creating inventive hybrids utilizing new and 
old technologies. He advocated a human-centered practice, once again 
focused on occupant and place, honest to its means of construction, and 
part of an evolving cultural landscape wholly appropriate to the locale 
(Frampton 1983).

In Central Texas, the specific context for Clothing as Shelter, the  
concept of Critical Regionalism is transformed. This is a young country, 
not an old culture where the encroachment of universal civilization 
threatens to erase a rich pre-modern national culture. In the United 
States, and more specifically Texas, there is a dearth of useful remnants 
and historical lessons to guide future trajectories. In a culture where 
perhaps too much has now been learned from Las Vegas and where  
universal civilization (fast, technological, global) is arguably the 
national culture, resistance must take unfamiliar forms.

Figure 4
Clothing as Shelter. Augmenting 
wind-tunnel for Para-Sol, garment #1. 
Drawing courtesy of author, 2015.
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In this context, designing in order to slow the ever-accelerating 
cycle of production and consumption is a worthy cause pitted against 
a powerful national mythology that conflates freedom and prosperity 
with ownership and an accumulation of material goods. The design 
challenge will be to effect a shift in values making over-consumption 
un-fashionable in order to facilitate a range of sustainable and 
meaningful futures. If America’s notion of freedom were to become 
aligned with a “freedom of intelligence, that is to say, freedom of 
observation and of judgment, exercised in behalf of purposes that are 
intrinsically worthwhile” (Hartman 2008, 23), then perhaps older ideas 
of self-determination and savviness would be used to combat an increasing 
wastefulness, passivity, and sense of hopelessness in our country.

Hopelessness is symptomatic of a pervasive lack of agency felt both 
within the broader society and by those designers whose practices are 
far removed from their personal values. Ontological designing, a prac-
tice that goes beyond designs that merely influence opinion, reminds us 
that over the course of history, designed artifacts have reframed every 
aspect of human existence. This permits the designer a sense of agency 
and urges them to identify opportunities to shift future trajectories. 

Figure 5
Mechanical reference for articulation 
of Para-Sol structure to allow flat-
packing. Photo courtesy of author, 
2015.
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Having identified the dominant myth we live by and acknowledged the 
potential power of the designer and designed artifact to release new 
practices and ideas into circulation, the designer becomes an agent of 
change, responsible for that which they circulate. The designer, if focus 
on sustainment is a primary outcome of the design act, then chooses to 
undertake work that will have a positive and transformative effect on 
the greater system.

Clothing as Shelter seeks to achieve an alignment between an  
ethically informed value-system and a designed outcome informed by 
Clive Dilnot’s notion of design as gift-giving. Dilnot posits that at one 
end of the spectrum the designed artifact is a gift given with little regard 
to the needs or desires of the recipient. It is merely given to fulfill a social  
obligation, part of a vacuous reciprocal arrangement and a gesture anal-
ogous with the worst kind of de-contextual, profit-driven designing. At 
the other end of the spectrum is the act of giving prompted by keen 
observation and knowledge of a person: a sincere act of generosity. This 
gift anticipates the deep needs and desires of the receiver and is a mutu-
ally fulfilling exchange for giver and receiver. This transcendent way of 

Figure 6
Clothing as Shelter. Initial sketches 
for felted mohair jacket, garment #2. 
Sketch courtesy of author, 2015.
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designing is analogous to a values-driven, contextual practice of design 
that can transform societies (Dilnot 1995).

It is to the latter form of practice that most designers aspire, but 
 without experience, role models, or templates to guide, most settle for 
the former. So what if designers declared indifference to the mone-
tary value of design and made sustainability a value in its own right? 
( Tonkinwise 2011). Such a seismic shift is unlikely to occur overnight. 
So, for now, designers are pursuing pressing ethical and political issues 
by means of adversarial and anticipatory design methods, championed 
by the likes of Anthony Dunn, Fiona Raby, and Carl DiSalvo; their writ-
ings, teachings, and interventions effectively contest assumptions about 
the future. Through their work, they provide new lenses through which 
to view the world, ignite a meaningful public dialogue, and demon-
strate new models around which communities might be galvanized into 
action.

Actor-network theory, as imagined by Bruno Latour (2005), like onto-
logical designing, reinforces the idea that actors/designers and actants/
designed objects share roles in the reconstruction of given networks 
of interaction; ontological designing builds on these networks to effect 

Figure 7
Clothing as Shelter. Initial sketches 
for felted mohair jacket, garment #2. 
Sketch courtesy of author, 2015.
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change (Willis 2007). Speculative design proposals are a form of onto-
logical designing. The artistic imaginings of the Italian Futurist Antonio 
Sant’Elia, ca. 1910, presented the future city as a monumental industrial 
place. The Futurama Pavilion, designed by Norman Bell  Geddes for 
General Motors at the 1939 New York World’s Fair, foreshadowed the 
construction of the Eisenhower highway system, facilitating post-war 
car culture in America. Later provocations were offered by Buckminster  
Fuller’s “Spaceship Earth,” Archigram, and J. Chris Jones (1970) of 
the Design Methods Group in the early 1960s as they respectively 
pressed society to develop mechanisms to address society’s most  wicked 
problems (Bosch 2012). More recently Enzo Mari’s 1974  project 
“ Autoproduzione,” an early open-source project that anticipated 
 online platforms, and Cody Wilson’s 2012 wiki weapon the “ Liberator  
Pistol,” a free downloadable STL file used to print a one-shot pistol, 
were  circulated to challenge existing paradigms and undermine domi-
nant value-systems at play in their respective societies: capitalism/
consumerism and liberal democracy respectively.

Many of these themes recur in the work of designers today as they 
anticipate the impact of climate change, human migration, technology, 
and new agricultures on our future. With the increasing realization that 
governments will be slow to act or legislate for systemic socio-economic 
change and the understanding that commercial interests are averse to 
it, progress “relies crucially on the construction of credible alternatives” 
and it is within this realm that design excels, presenting credible future 
scenarios that “create real capabilities for people to flourish in less 
materialistic ways” (Jackson 2009, 193). This shift in practice may leave 
designers grappling with new and hybrid practices as they embrace an 
expansion of their role to include that of “communicator, activist and 
facilitator [in order] to bring about systemic change” (Fletcher and 
Grose 2011, 142). The skill-set vital to the expanded field of design 
practice was addressed in 2011 by the International Council of Design 
(ico-D) through its design education manifesto, which specified that 
the next generation of designers be educated to think of themselves as 
“agent[s] of change—culturally, socially, politically, economically and 
environmentally” (ICOGRADA 2011, 10).

The historian and economist Gar Alperovitz states:

The political game is beginning to resemble a checkerboard strat-
egy: Some of the squares on the board are clearly blocked, but 
others are open. The goal, of course, is to expand the number of 
squares that are receptive to democratization efforts—not just to 
restore economic health and sustainability in struggling commu-
nities, but to demonstrate viable alternatives. (Quoted in Bittman 
2015)

Nigel Cross has asserted that design is a pervasive practice, a discipline 
unto itself. He states that designerly ways of knowing utilize abductive 
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reasoning and, as such, are markedly different from knowledge forma-
tion in the liberal arts and sciences, subjects employing inductive and 
deductive reasoning respectively.

Essentially, we can say that designerly ways of knowing rest on 
the manipulation of non-verbal codes in the material culture; 
these codes translate “messages” either way between concrete  
objects and abstract requirements; they facilitate the constructive, 
solution-focused thinking of the designer, in the same way that oth-
er (e.g. verbal and numerical) codes facilitate analytical, problem- 
focused thinking; they are probably the most effective means of 
tackling the characteristically ill-defined problems of planning, 
designing and inventing new things. (Cross 2006, 27)

Ontological designing and the deployment of disruptive designs can 
expand the number of receptive squares at play. Design and designers 
will be transformed in the process, both designers and their products 
becoming agents of change. As independent and collective actors, we 
designers of things can invent new things through which to articulate 
alternate values, instigating moments of agency for those who encounter 
our methods and work.

We have the opportunity to encourage into existence an indifference 
to the messages of mass-consumption and seed other opportunities that 
embody ideals that are the exact opposite to those that drive the insid-
ious practice of stylistic obsolescence.
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