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It is from an fundamental need to understand the nature of objects and 
their creation that this :rvIDP has been pursued. This understanding has 
been pursued through three parts. The first is a comparative study of 
the objects of the ancient Head-Smashed-In-Buffalo-Jump, located in 

southern Alberta. The goal of this is to understand the attitudes and 

perceptions of the creators of the artifacts involved with the Buffalo 
Jump as an alternative view to that of our own contemporary world. 
The second part is a study of industrial design, particularily through an 
examination of objects, the technology of their fabrication and the 

design process. The final section of this MDP is a design study 
whereby an understanding of ancient Native artifacts and the value of 
industrial design are demonstrated in the design of a camper intended to 

be mounted on pickup trucks. 

fullness, modernity, buffalo jump, Indian artifacts, 
creation, Indian mythology, design theory, 
technology, context, self, object, thing, camper, 
pickup, Poia. 



Interest in the fundamental significance of objects and artifacts has 

permeated my academic career in design. That is, I have sought to 
understand what objects can mean to the people who use them. It is a 
philosophy of objects that I have pursued, often with difficulty. This 

Master's Degree Project offered the chance to clarify such an 
understanding. 

The potential to further an understanding of objects became apparent 
during the summer of 1988. During this period I worked as a designer 

in a leather factory on the Peigan Reserve in Brocket in southern 
Alberta. The experience of this endeavor proved enlightening. The 
factory, at this time, manufactured leather moccasins. The process 
included hydraulic die cutters and Pfaff sewing machines. The 

moccasins used a design from eastern Canada instead of a traditional 
Blackfoot design. The moccasins had an artificial lining and used 
synthetic rabbit's fur for trim. The vamps ( or the piece of leather that 

covers the toes and upper foot) were farmed out into the community 

where they were beaded by hand. The marketing slogan for these 
moccasins was," Authentic Native Moccasins." 

Authenticity seems to be an issue here. Are machine made moccasins 
authentic? Are moccasin slippers authentic moccasins? Is an imported 
design authentic? Since the moccasins are made by Natives, are they 
then authentic? Does the handcrafted beadwork constitute authenticity 

for the whole moccasin? During this time the company was concerned 
with building reliable sales . The company sought to become a stable 
venture. Such questions were given cursory consideration in the 
affirmative. 



I felt that the answers to such questions should arise out of careful study 

of the history, culture, social and economic situation of the Peigan 

Indians. I believed that the product of such a factory should respect 

Peigan tradition, while utilizing the technology available and it should 

succeed as a venture. During this time, I had read a marketing report 

(prepared by outside consultants) that called for the development of a 

corporate philosophy and the hiring of a staff designer. A succinctly 

prepared philosophy should provide the starting point for establishing 

far reaching goals and the planning to achieve them. Such a philosophy 

could provide a framework for design work and new product 

development to proceed whereby a product(s) could be produced that 

did achieve such goals as stated above. The company's concern for 

sales stood as an obstacle to this long range development. 

The question of authenticity raised here seemed to echo my interest in 

the significance of objects. After the research I did (as part of my job) 

into Blackfoot culture and history, and after several visits to the Head-

Smashed-In Buffalo Jump, I felt that a comparative study into the 

ancient artifacts of the Buffalo Jump and contemporary design thought 

could prove fruitful. Insight as to the authenticity of Native artifacts 

might help in understanding the significance of all man-made artifacts. 

However investigations into Native culture can be an awk.-·ward endeavor 

when pursued by a non-Native. As has so often occurred in the past, 

there is a danger of cultural appropriation. That is, members of a 

dominant culture appropriating aspects of another culture for their own 

profit. Ethically, this can be an issue of theft. Symbols, artifacts , 

religious icons are significant in the way they reinforce the identities of 

a culture and its members. These things are how members of a culture 

know themselves (see page 31). The use of these things by members of 

another culture undermines the significance of these artifacts and icons. 

It is the theft of an identity, the best examples of which lie in the history 
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of conquest. The use of such things by those external to a culture can 
display a lack of knowledge, a lack of respect and a certain vulgarity 

(quite often the attitude of conquerors). Such use can be offensive and 
insulting. 

In the pursuit of this project, it has not been my wish to assume the 

a'.ttitude of a conqueror. The duality of this issue lies in the desire to 

learn from another culture versus stealing from it This is particularily 
troublesome in the area of design where knowledge is sought with an 

eye towards application. In design however, a way around this, is not 

to thoughtlessly and literally apply some symbol or motif. Rather it is to 

learn the significance of a symbol or the fundamental idea behind it and 
then to apply what is learnt (In this way the proportions of a golden 

section can be used without insulting the ancients). Knowledge is thus 

applied and not some 'thing'. An advantage to the applicaiton of 

knowledge gained from another culture is that it can help perpetuate that 

knowledge, it can prevent its loss. It can also broaden one's respect for 
the culture of its origin. 

An aim of this project has been to discover that which makes an object 

special. Part of learning this requires a look at special objects. Seminal 
among Blackfoot objects are Medicine Bundles (see pages 10 and 57). 

To the Peigan, these artifacts embody certain spiritual powers. These 

powers reflect that which is special in the history and culture of the 
Peigan. Medicine Bundles are used in ceremonies that punctuate the 

seasons in the Peigan calender. In part, it was from the inspiration of 

these particular artifacts that I designed the Poia camping bundles. The 
camping bundles are so named because they are containers (a synonym 
for bundles), each intended to address the specific activities of camping. 

These bundles contain the artifacts that facilitate the enjoyment of 

camping. The intention in their creation was not to devise a 
contemporary Medicine Bundle. The word 'bundle' simply aids in 



making the designer aware that, in their own way, the objects people 

use in camping are also special. ('Bundle' also has a rustic appeal to it 

that reflects the nomadic life [specifically the aspect of travelling light] 
on the Prairies and is therefore appropriate to a camping product). 

Legally, the issues of copyright and patent apply with regards to 
1 intellectual property. In this instance, as nothing is directly copied, 

imitated or reproduced that is not already public knowledge, copyrights 
and patents are not at issue. This project was pursued with the idea that 
the Poia camper can easily be produced as an economic venture on a 
reserve. It stands more as an example of the role of design in such a 
situation and does not attempt to prescribe what should be done. 

The Medicine Bundles and the Poi a legend are ref erred to, in this design 

project, through allusion and metaphor. They were studied with the 
genuine intention of learning the value of Native artifacts and culture. 

They were studied with the intention of learning the value of objects in 
general. 
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I 

In looking about our contemporary world one sees that it is ... full. 

It is full of automobiles moving somewhat orderly along city streets and 

rural highways. It is full of high speed (and slow speed) trains and 
aeroplanes It is full of computers and calculators. It is full of ideas, 
ideals, systems and methods. It is full of media and of noise and of 
music. It has both waste and beauty. It is full of people. 

The fullness referred to here is a legacy of modem times. The word 
'legacy' is used because modernism is now historical, it itself has a 
history. There was a time though when the term 'modem' referred to all 
that was new, progressive and future oriented. It was at this time that 
one of the major tenets of modernism was its rejection of history. 
History was associated with all that was old in the western world, 

particularily the aristocratic and bourgeois values of the late nineteenth 
century. In tum these values were associated with various issues such 
as class repression or the general poverty of many individuals. History 
was the hallmark of an old world that was very much less than petfect. 
For those who looked to modernity, there \Vere ideas and technologies 
that would free people from this past. Modemi ty offered an optimism 
of the future. 

Although the roots of modernism can be traced back well into the 
nineteenth century (and earlier), the Great War (1914 - 1918) provided a 
real crucible <!_modernity. I The technology of modern weaponry 
applied with old values (as represented in the generalship on both sides) 
resulted in an awesome devastation. In this devastation modernity \Vas 

validated for many individuals. History was seen only to have led to 
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such a catastrophe. The only real option left was a new way, indeed a 
new order and a rejection of the ways of the past that could lead to such 
horrific conflict. 

Modernism has evolved significantly since this birth, it has indeed 
achieved its own history and witnessed other conflicts. As such it has 
had to mature, to suffer criticism, to be re-examined and re-evaluated. It 
has been abandoned by some and others have modified their attitudes 
towards it. Yet even this questionning and re-evaluation of modernism 
seems itself to have grown stale. The modem world is now simply old, 
it is full. 

It is in this fullness that we find the contemporary profession of 
industrial design. This profession is a child of the modem age. It has 
grown through its own modem history. Early modernism in design, 
turned its back to history and tradition. This modernity embraced the 
newness of technology and modem machines. It developed the machine 
aesthetic, some of the best examples of which are the work of the 
Russian Constructivists and the German Bauhaus. The idea of a 
machine offered a simple anduseful analogy for critically evaluating 
design. Concurrent with these trends were the developments of 'new' 
political idealologies, some of which were eagerly embraced by modem 
designers such as Mussolini's fascism and the Italian rationalists. It is 
from this love of the new that the conventions of modem design ,vere 
born and developed. Since this time, modernism in design has evolved 
through the ideas of the machine aesthetic, through the notions of 
machines for living, through styles of austerity and decoration, through 
incredible bursts of technological developments and through a variety of 
systems and methods in its application and use. This evolution has been 
coloured by social, political and historical events. The conventions of 
modem design gave this modem profession its sense of validity. 
However, as modernism has itself become historical , it has become the 

object of a modem-like criticism. Such criticism shakes modernity of its 
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absolute validity. The validity of design must now be sought 
elsewhere, in areas more practical and fundamental. 

lhis Master's Degree Project is intended as a search for such value. It 
is a journey towards understanding the essential nature of industrial 
design. This journey begins by looking back in time to another culture, 
namely that of the Plains Indians of southern Alberta. The reason for 

this is to use an historical, archeological and philosophical examination 
of man-made objects of this culture as a way of broading one's view of 
the very nature of man-made objects in general and more specifically, in 
comparison to the industrially produced objects of our own highly 
technological world. Such an examination allows for a comparison that 
avoids modernism's reaction to western history by examining a 
completely alien history, it allows for the presence of other disciplines in 
a design exercise and it allows this writer to gain an insight into the 

history of the land that he currently inhabits. 

Within this journey is an examination of industrial design and the 
creation of industrially prcxiuced objects. Part of the criticism of 
modernity is that the empirisist, scientistic approach to problem solving 
often results in sterile or inadequate designs. An examination of our 
contemporary attitudes regarding objects, technology and design, seen 
in comparison to the objects of a different culture, offers the potential of 
a broader view and offers the potential of enriching one's approach to 
design. 

This journey concludes with the development of a design project 
(appropriately chosen giYen the context of the aboYe examinations) to 

demonstrate this broader outlook. 



This project will be limited to the following examination: the 
development of an understanding of these early Native artifacts; the 
detelopment of an understanding of contemporary design and the 
creation of objects; and the conceptual design of a relevant product to 
demonstrate such understandings. 

Public involvement in this design process has not been undertaken 

to detennine the optimal market or to test human factors constraints. 
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Catkgories, catalogues, types, species, divisions and subject groupings 
are part of the fullness of modernity's legacy. By breaking down 

various subjects into a number of categories, people have been able to 
learn a detailed knowledge of those subjects. Such categorization is 

inherrent to modem analysis. However the fixation on categories can 

exclude a holistic understanding of that subject, particularily the 
significance of that subject to people's everyday lives. This fixation 
allows people to create mental borders as to what they will and will not 
consider in their approach to a problem. 

In this chapter an examination of the artifacts of the Buffalo Jump serves 
as an example of a more holistic understanding of a subject. 
Categorization of these artifacts allows for a detailed understanding of 
the eras and functions of the objects. A further analysis undertaken 
demonstrates the significance of these artifacts in the everyday lives of 
the people who used them. 

The Head-Smashed-In-Baff alo-Jump is located in the slightly rolling 
uplands of what is now known as the Porcupine Hills of southern 
Alberta. Groups of nomadic peoples have used this jump site, off and 
on, for the last 5500 years, until the middle of the last century.2 This 
site has all of the ingredients to make it an excellent buffalo hunting 

ground. To the west of the jump site a depression in the landscape 
provides a topographic basin where the longer grasses were favoured by 
grazing buffalo. From this basin a funnel of lower ground led directly 
to the cliff that is the buffalo jump. The Indians took advantage of this 
place to establish the dri Ye lanes to the cliff and hence the creation of the 
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buffalo jump. This journey into the significance of Buffalo Jump 
objects begins with a narrative to illustrate how this jump was used: 

In a time many hundreds of years ago a young man3 waits. Crouched 
I 

in the pre-dawn darkness, he is hidden by the tall grass of the uplands. 
His robes, those of a bison calf, have been carefully preserved so as to 
maintain their original freshness and mask the odour of the young man. 
The evening before he had spent some time in the sweat lodge, a place 
to cleanse himself both spiritually and physically. After, incense helped 
to mask his scent completely. Now back in the predawn darkness, the 
westerly wind carries what might remain of his scent downwind, 
beyond the noses of the bison he is about stalk. Suddenly he starts, 
mimicking the movements of a young calf. The young man. known as 
a runner, tries to entice the lead cow to follow this mimicking. His is 
the important role in the hunt and he is keen with anticipation as his 
lungs fill with the responsiblity. It is here that his experience, his 
training, his learning and his youth become manifest. He has learnt 
from tribal legends and from intense observation. His gestures have to 
convince the bison of his authellticity and entice the lead cow ro follow.4 

He has to be keenly aware of his environment, the wind direcrion and 
his location relative to the dangerous precipice and his fellow hulllers. 
He has to know the bison, know their stamina and pace the run 
accordingly.5 Slwuld the bison be insufficiently tired as they approach 
the precipice, they might turn from it, endangering the lives of rhe other 
hunters. All of these concerns Jill his mind as his pace quickens. As 

he runs, his attention is focused on the bison, trying ro assess rheir 
condition ill the poor light. Although he can't see them in the shadows, 
he knows that the other hunters are there, hidden behi11d their sTOne 
cairn that mark the drive lanes. A slight threatening gesture is all that is 
needed to keep a11y stray buffalo to the drive la11es. In that strange 
predawn twilight such shadowy movemellls are indeed threalt!ning. Ir is 

very importa11t to ensure that the entire herd is driven over tht! jump. 
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Slwuld any escape they might warn other buffalo of the jump and the 
people would later have difficulty in hunting them. 

, 11ze runner now sees the outlines of the approaching cliff. Earlier he 
had prepared a hiding spot, a shallow hole that would protect him from 
the stampeding bison.6 He veers towards it as he nears the cliff. 
Satisfied that none of the bison would turn aside, he jumps into his hole 
and presses himself into the ground. 11ze earth quakes with the force of 
the stampede, ulllil it gradually subsides. 

The autumn sun now rose upon the kill site. The whole camp is alive 
with activity. Hunters work with atatls and hammers to kill any bison 
who did not perish in the fall . It is a good hunt. Tlze herd, mostly cows 
and their offspring had fattened against the coming winter with their 
coats thick against the impending cold. The band would do well this 
winter. 

11ze processing was just beginning. The work, begun before dawn, 
would last into the evening. The bison are first skinned and quartered at 
the kill site at the foot of the cliff. Tlze sldns would then be used to drag 
the quartered carcasses to the base camp and the processing area. I7zis 
is the initial processing. A great variety of things would be made in the 
coming weeks, all from the raw materials of the Buffalo Jump. 

Everyone is caught up in the activity of processing. A young boy sent 
to felcll some of the flesh is caught spellbound as the adult hulllers drink 
the blood of the slain buffalo from ham spoons. The raw blood 
protects them from any disease preselll in the flesh. Other humers feast 
on raw buffalo rongue and liver, delicasies for their efforts. The young 
boy is aided by other youngsters in carrying loads of the quartered 
buffalo back to the processing area. The boy watches as broken bones 
are thrown into prepared boiling pits where the far would be boiled out 
for later use in the maldng of pemmican. 11zese boiling pits are holes 
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dug illlo the ground, lined with hides and filled with water. Stones 
heated red hot in a fire are dropped into the water to heat it to a boil. 
Crushed and broken bones are then thrown in and the fat is literally 

. boiled out of t/ze bone ma"ow where it collects on the surface. At this 
point, it is gatlzered and stored in bison bladder bags. Later tlze fat 
would be mixed-with dried meat and cruslzed saskatoon be"ies and 
choke che"ies in the preparation of pemmican. 

Througlwut the camp tongues are hung on drying racks and the 
butchered meat is prepared. Those not involved in food preparation are 
seeing to skinning the hides, that is, those hides deemed worth tanning 
for later use in making clothing, bags and tipis covers. It is importallt to 
get to the best hides soon and then scrape them before t/ze blood and 

tissue dries to tlzem. A variety of ways are common in scraping the 
inside of the hides, some are hung from a corner, some are hung 
halfway along the spine and some are staked out. Often, it is felt that it 
is better to scrape the hide before staking it out. After scraping, tlze hide 
is stretclzed and staked out a few inches above the ground. 7 Tlze hides 
are tlzen tanned, most often using a mixture of water, urine, brains and 

salts to tan the hide. After tanning, the hide can then be made imo a 
variety of leatlzer articles including moccasins. leggings, shirrs. pants, 
leather bags, medicine bundles and tipi covers. 

Another activity is the collection of sinew for use in the production of 
Tools. It is importam to gather tlze sinew and cut it imo the desired strips 
before it dries . Then, when used as a fastener to join stone Tool heads 
10 wooden handles the wet sinew shrinks as it dries and binds the two 
pieces tightly together. 

The young runner collects himself from his shelter and looks out over 
the - F .r f · · · l camp. rom the cliffs precipice, he sees the remnants 01 lie zmtw 
quarraing going 011. Over the camp he sees people boiling ojJ The far 
from rhe mar J · d 

row, w u/e others are hanging tongues to ry or are 
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beginning lo skin the hides to prepare them/or tanning. He knows his 
place will be honoured, after such a successful hunt, in that night's 
feast. He is both content and tired. As he approaches his active camp, 

I 

he notices a member of The Brave Dog Society maintaining a singular 
vigil in the midst of the hurried work. 

This narrative provides an introduction and an overview of a typical 
bison drive at the Head-Smashed-In site. The narrative refers to some 

of the many tasks present throughout the hunt and also the requisite 
knowledge to pursue these tasks. The bison drive required an 

organization of activities and an extensive knowledge of both the prey 

and the environment. The skilled hunters had to be sensitive to the 

behavior patterns of the buffalo. For instance, the hunters had to be 

aware of when cow/calve herds were separate from bull herds. They 

had to know that both herds combine only during the summer rut season 

when it was prescribed against hunting drives. In the autumn, the cow 

/calve herds were desireable when they were fatter, and were beginning 

to develop thick, heavy coats for the winter. 8 Further, the hunters had 

to know that the herd would react as a group when threatened. To make 

the herd stampede the hunters had to know how to entice the lead cow to 
run . They did this with a runner disguised as a young calf to bait that 

cow and other runners disguised as coyotes who chased the herd. The 

resultant effect was the stampeding of the herd. For these disguises to 

be successful, the hunters must have understood the subtle nuances and 
gestures of the animals they were mimicking and they must have 

respected the buffalo's very sensitive sense of smell. Also, the hunters 

must have been able to control the pace of the stampede and this 

rcsponsi bil ty was left to the lead runner who ensured that the bison 

were sufficientl y fa ti gued. This information remai ned in the memory of 

experienced hunters and was learnt with every generation. Additionall y, 

the hunters had to be sensitive to the climate, weather and wind pattern 

so that they knew such things as when the most opportune time to hunt 
was o r that on a particular hunting day, a sudden change in wind 



direction wouldn't give away the hiding hunters' scent. The lay of the 

land also had to be fully understood and more than likely cognitively 

mapped. Finally the full potential of the raw materials provided by the 

buffalo had to be understood and prepared for ahead of time, with the 

organization of people to their respective places and the preparation of 

the processing camp with racks for drying meat and the boiling pits dug 

and lined. Fires as well, had to be prepared and kept burning so that 

stones would be red hot to boil water at the required time. 

Coupled with the mechanics of the Buffalo Drive are the spiritual 

aspects that permeate this event. For the Buffalo Drive to be successful, 

the key players (including the buffalo) had to be spiritually empowered. 

This was achieved through rituals, Spiritual Guardians and personal 

Medicine Bundles. The Buffalo Calling Ceremony9 was perf armed the 

night before the Drive. It is conducted by the Holy Woman (and her 

husband) who holds the Iniskim (or Buffalo Stone), which is a 

fossilzed shell resembling a buffalo. The ceremony consists of songs 

originally given to Weasel-Woman (the first to vision the Iniskim) by 
the first Iniskim. Associated with the Buffalo Calling Ceremony are 

three lodges: The Crow Lodge, and the Yellow and Black Iniskim Ti pis 

( the Buffalo Stone Tipis). IO Also associated \vith the Buffalo Calling 

Ceremony is the Buffalo Catchers Society, a men's society known to be 

in charge of the Buffalo Drive. Associated with each of these lcxiges are 

their respective Medicine Bundles. It is believed that Iniskims were 

incorporated into the Crow Lodge Bundle by Weasel-Woman. The 

Crow Lodge is the oldest of the three lodges associated with the Buffalo 

Calling. The Bundles of the Yellow and Black Iniskim Ti pis also 

contain Iniskims.11 

Iniskims also became part of many personal Medicine Bundles, 
including those of the Buffalo Runners. Runners also deri, cd their 

power from Spiritual Guardians. One renowned Buffalo Runner, Red 

Antelope ( ca. 1760), derived his power from the Antelope and the 
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Falcon Guardians. He was such a powerful runner that none was 

deemed worthy of inheriting his Medicine Bundle so he buried it, giving 
it back to the Spiritual World. 

I 

The Buffalo Drive was thus a very complex event in which the Spiritual 

world bridged with the physical world. Very careful planning had to 

occur before the actual Drive itself and this required an extensive (and 
Spiritual) understanding of the events, the prey and the environment to 
fully ensure a successful hunt.12 

The next step in this journey is to outline specifically the functions and 

eras of the artifacts of the Buffalo Jump. It is understood here that the 
artifacts of the buffalo jump refers to more than just those artifacts for 
which the buffalo served as a source of raw material. The artifacts of 
the buffalo jump can be broken down into the following categories: 

food stuffs, bone, horn, hoof and stone tools, wooden tools and 

objects, ra,v hide articles and also some shell objects. The remains of 

some of these types of articles are found in archeological dig sites in and 

around the Head-Smashed-In Buffalo Jump. 

For each of these categories there are a variety of objects to be found as 
listed in Table 1. 1 below: 

bone/sinew 

horn 

arrow wrench, sinew rattles, sine,v fasteners, 
bone gaming pieces, and a variety of scrapers; 

carrying device for fire embers, spoons; 
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stone 

wood 

leather 

clay 

shell 

miscellaneous 

atatl points, arrow points, spear points, cutting 
tools, scrapers, mallets and hammers, paint 
mixers and application devices; 

staffs for atatls, arrows, spears and ceremonial 
staffs, handles for mallets, prongs for carrying 
heated stones, atatl launcher, tipi and travois 
poles, bows, and some types of fasteners; 

cradles, tipi covers, parfleche bags, other 
various bags, bladder bags for fat, moccasins, 
leggings, pants, shirts and other clothing 
articles, bowls, pit linings, painted hides for 
the winter counts; 

cerarmcs; 

mixing dishes for paint, spoons and carrying 
vessels; 

buffalo chips for fueI. 13 

Through the sciences of archeology and anthropology, an understanding 

of how and when these objects were used has been acheived, 
particularily regarding the stone and bone tools. Various morphologies 
exist that enable these scientists to analyse and date these artifacts. Also 
an understanding of how the objects have been made has been pursued. 

In order to make sense of a given past, archaeologists need solid control 
data Sometimes this is more easily acheived, such as at the kill site of 

the buffalo jump. Here strict layers of bones and 'lithic' (stone tools) 
deposits are found within easily dated layers of soiI.14 Sometimes it is 

far more difficult, such as at the processing sites. Here the cultural 
material has been mixed up by continuous reuse of the area and this, 
coupled with less impregnation of the artifacts within a strict soil 
structure, makes interpretation difficult, especially regarding \Vho and at 
what time the site was used.15 Morphologies have been deYeloped 
outlining forms, tool types and possible dates for the found artifacts. 

For the last 3000 years, the users of the site have been the ancestors of 
the Peigan Nation. 

12 
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Archaeologists have identified the several eras of the buffalo jump. 
These are described below in Table 1.2. 

Mummy Cave Complex 
ca. 3600-3100 (or 2100) 
B.C. 

Pelican Lake Phase 
ca. 900 B.C. -100 to 300 
A .D. 

A vonlea Phase 
ca. A.D. 100 to 300 
bone - A.D. 850 
and 
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-the earliest kills are identified here; 
-bones are abundant and well preserved; 
-projectile points are scarce, found points 

include side-notched atatl points; 
-little else found except for quartzite 

flakes which were variable-function 
tools, possibly used for cutting and 
chopping; 

-a number of kills are found here 
superimposed within a stratigraphic 
layer, bones are scattered and in poor 
condition; 

-points found here (ie. the tool 
assemblage) include the Pelican Lake 
and Hanna types of comer-notched 
points, and the Besant side-notched 
points; 

-bif aces (ie. formed on both sides of the 
blade edge) and retouched flakes and 
end scrapers are also found; 

-heavy stone tools such as cobble 
choppers , flake choppers, bone 
mashers, am·ils and hammers also occur 
here; 

-the stone (ie. lithic) types found here 
include quartzite flakes, Paleozoic cherts 
from the Rocky Mountains, Kootenay 
argillite, Avon chert from Montana, 
some Y ellO\vstone obsidian and Knife 
River flint also occur infrequently; 

-thick bone beds resultant of massiYe and 
frequent bison drives, poorly preserved 
samples; however hair, horn sheaths 
manure mav be found ; 

-charred, calcined bone and fire-broken 
rock are found; 



Old Women's Phase 
ca. A.D. 850 -1850 

-the tool assemblage includes Avonlea 
arrow points, infrequent atatl points, 
and stemmed-arrow points; 

-other tools include specific bifaces, end 
scrapers, and heavy stone such as one-
and two-handed cobble and flake 
choppers, bone mashers, anvils and 
hammers; 

-lithic types include mostly cherts from 
Montana and the Canadian Rockies; 

-again massive and frequent bison 
kills,with charred and calcined bone, 
hair, horn sheaths and manure; 

-the assemblage includes a variety of 
side-notched JX)ints, small bifaces \Vi th 
specific forms and end scrapers; 

-heavy tools such as in the Avonlea 
Phase; 

-li :'hic types appear less structured, 
however trade goods are found such as 
metal points.16 

This overview shows how the eras are named for the typologies of the 

artifacts used there and not for type of users at those times. This 

overview also outlines the structure of the finds at the buffalo j ump and 

indicates both the eras of use for the jump and an e\'olution of the types 

of implements used there. The later phases seem to indicate the 

development of more specific types of tools, both with the smaller types 

of cutting tools and the larger hammers and mallets. There is also a shift 

to the use of the bow and arrow in the later phases, away from the a tatl , 

as can be sunnised from the presence of stemmed-arrmv points in the 

Avonlea Phase but not in the previous Pelican Lake Phase. 

The archeological analysis of the objects of the buffalo jump provides 

the necessary insight as to the ages, the materials, the various uses and 

in tum the events of the buffalo jump. To achie\·e a greater 

understandi ng, it is important to examine the significance of these 
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objects to their original users, rather than to just understand how they 

are seen and found today. Some insight to this may be found in an 

examination of ancient Native legends. In this part, such an 

examination is pursued through a structure provided by the work of 

Heidegger, in his analysis of technology and objects. Heidegger deals 

with the issue of causes, based on the study of ancient Greek thought. 

His understanding of the contemporary use of the word 'cause' is that it 
acts to bring something about.17 Simply stated, a cause brings about 

an effect However, for Heidegger the effect owes something or is 
indebted to the cause. In the case of objects, an object owes something, 

but not to one cause such as technology, rather the debt is owed 

simultaneously to four causes. These are listed below: 

causa materialis: is the material from which an object is formed ; 

causa formalis: is the geometric form or the shape itself of the object; 

causa finalis: is the end use or function for which the object is 

intended; 

causa efficiens: is that which "brings about the effect," that is the 

finished object. This includes the maker of the object and the 

technique that is used to make it.18 

An object is indebted to these four causes because they act 
simultaneously to bring the object into being. If one of these causes is 

absent, the object simply doesn't exist. This list also provides a 

convenient format for a discussion of the significance of the objects of 

the buffalo jump to their original users. 

There are a variety of raw materials used in the production of the 

artifacts of the buffalo jump. The raw material s incl ude shell , wood , 

bone, sinew, leather and stone ( see Table 1. 1). In analyzing any of 

these material s one could easily look at both the IOLltion or source of the 
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material and then later the techniques used in gathering or somehow 

collecting the material. However, in understanding the full extent of the 

meaning of such materials one has to imagine the significance of the 

material as it was seen and understood by its original users. 
I 

As an example, one of the most used raw materials, the buffalo, were 
not merely understcxxi by the Plains Indians as a quantity of animals 

roaming in gigantic herds across the prairies. These animals were 

understcxxi spiritually as living proof of a Creative Force or Principle. 

This view of these animals is supported through tribal legends, 

specifically those dealing with the story of 'genesis' where this creative 

principle is personified. In one story, Na'pii (Old Man)19 is the Creator 

who, as he travels north through the western prairie creates animals, 

birds, vegetation and people. Upon seeing that the buffalo were hunting 

and eating people, the indignant Na'pii taught the people to then hunt 

and eat the buffalo. As part of this teaching the people were shown hO\v 

to make weapons from materials in the landscape and then how to make 

other things from the resources of the slain buffalo. 

Although simplified, this synopsis of the genesis story demonstrates 

that the Creator intended for the people to hunt and eat and also \Vear the 

buffalo. The land is seen as being intended for use by the people , as it 
is the Creator who shO\vs them how to live and hunt using the land. It 

is the Creator who shO\vs them how to collect plants to use as a food 

source and as herbs and spices in their cooking. It is the Creator who 

shows them how to hunt the buffalo. Indeed everything so created is 

seen as being intended for use by the people and thus a gift of creation. 

Further, not only is everything seen as being available for rational use, 

but because it is thusly seen, it represents the wisdom of both creation 

and the Creator. From the material world life could be sustained, and 

because of this cvclical maf\"el of life the material \\'orld co-existed with , 

the spiritual world. 
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The holiness or divinity attributed to the prairie landscape and in turn the 

creative force, put an onus of responsibility upon the people. Life could 

be sustained on the plains but it was fragile. This fragility had to be 

respe,cted. Na'pii had shown the people how to live upon the land, 

therefore the people had to honour these instructions and care for the 

land and the life upon it. An attitude of gratitude or indebtness 

permeates ones interaction with the material world here. This notion of 

gratitude is present in the ceremonies involved with preparations for the 

hunt and reinforces the idea that the care of this landscape is required to 

both honour the Creator and perpetuate the existence of the people 
within creation. 

/~y·t' --~ - ~-< ~. . 
. . 

Fig. 1 ° 1 The buffalo was understood as an embodiment of the power and 

wisdom of creation (photo from the Spirit of Native America by Anna Lee 
Walters) _20 
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Central to the existence of the people in this holy landscape is the 

buffalo. The buffalo was an ultimate source of raw materials. From the 

buffalo came food, shelter, clothing and implements. The buffalo was 

then understood as an ultimate embodiment of creation's wisdom. In 

Indian belief the buffalo is the strongest example of another being that is 

understood as having a souI.21 The creative principle is applied to all 

other creatures yet the buffalo is "most of the Sun. 11 22 That is, the 

buffalo best represents the holines of creation. The hunting of the 

buffalo was perceived as a significantly spiritual experience because one 

was hunting a spiritual being. The method of the hunt had to had to be 

followed correctly, because it (the method) was given by Na'pii and 

was therefore holy. It had to be correctly followed to ensure a 

successful hunt. The success of a hunt was a measure of how well 

(both spiritually and physically) the people were living and caring for 

the land. 

In this atmosphere of a holy landscape, it is difficult to discern where 

the buffalo ceases to be a symbol of creation's holiness and becomes 

merely a material resource. The arguement is that. simply, this 

distinction is never drawn. To the Plains Indians the buffalo were both, 

simultaneously. This constitutes the holistic perception that these people 

held of their world. The spiritual and the material were one, each was 

represented in the other. This is demonstrated in the ceremonies, m11hs 

and stories of these people. The attitudes of how to exist in the \\'Orld 

were learned and communicated through story telling, through myth. 

As Joseph Campell notes, locked within these stories and myths are the 

essential elements of what one needs to know to exist in the material 

world. 23 These stories represent an achieved wisdom. Within them an 

attitude of conduct, of how to successfully exist with the world , \\·as 

present. It was through the telling of these stories that such attitudes 

were maintained and taught to others. It is with such an attitude , 

continually reinforced through myth that one approaches even the mos t 

mundane objects of the buffalo jump. Inherrent \\·ithin something as 

18 



~.:.......i;...-~~~~~~~~ ~~~~~~_,__,____.;;;;.....,_ __ -------:.......----:...:..............-"-"'-'----'-- -- \ 

simple as a bone awl, is the presence of the spiritual power of the 
buffalo from which it is made. It is an everyday mani festation of the 
power of creation. 

It would be interesting to understand the Indian perception of the value 
of European made materials as they became more abundant in Indian 
society. Even before Europeans made contact specifically wi th the 
Blackfoot people, the effects were being felt on the plai ns. For 
example , the Spanish intrcxiuced the horse to North America almost 200 

years before the Blackfoot allO\\'ed contact with Europeans directly. 
Horses had the potential to improve the quality of life of the Blackfoot. 
Horses made travel far easier, facilitating larger travois . Horses also 
had the potential to make runners and foot-bound hunters obsolete in the 
buffalo drives, although the Blackfoot were stilll dri\'ing on foot in the 
mid 1800's the horse would have eventually prevailed. The horse could 
then bring an end to the 'Dog Days,' facilitating both easier 
transportation and easier hunting.2-+ 

Regarding artifacts, ne\\' European materials replaced many traditional 
ones. There were new fabrics, glass beads replaced porcupine quill s in 
embroidery and metal parts replaced stone points. hammers. curte;"s ~md 
knife blades. Before contact, the Plains Indians traded for them with 
bands further to the east. For the first time the people were remO\·ed 
from the collecting and the initial processing of their O\\'n raw material . 
The ne\\' material s were percei\·ed as being outside the cre:iti on of 
Na'pii . Some materials found their \\·ay into clothing and implements 
yet, other than beads and other decorati\'e materials ( eg. copper 
bangles), none of the European materials \\'CfC used in medicine 
bundles. 

Gi\·en the spiritual importance of the buffalo in Nati \·e culture, it is 
critical to note the impact of the near extincti on of the buffalo. Where. 
in our contemporary world the near extinction of a particular species is 
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perhaps viewed with some sadness and regret, the loss of the buffalo to 
the Plains Indians must have been immeasureable. For, if the buffalo is 
indeed perceived as being a manef estation of the spirit world, a li\'ing 
symbol of the wisdom of creation, then the loss of the buffalo must be 
perceived as catastrophic. This loss forces a questioning of the Indians' 
holistic view of the world and after several thousands of years, a 
questioning of that very wisdom of creation itself. This loss of the 
source of life for the Blackfoot was complete. It brought an end to a 
way of life and to a spiritual \Vay of perceivi ng that life that was 
centuries old (although aspects of this traditional oral religion surYive 
today). It is thus no surprise that the near extinction of the buffalo is 
viewed by the Blackfoot people as the 'end of the world' and that is no 
exaggeration given the spiritual significance of the buffalo. 

An object's form can be a response to the demands of material. to the 
demands of a given end use, to a cul rural context and, once it exists. an 
object's form can evoke function. The forms of the objects of the 
buffalo jump ans\ver to these conditions in varying degrees . In the 
example of a bone sc;:iper, its fonn is, in p:1n, dictated by that portion 
of a buffalo's tibia from which it is made. The end use of scraping 
hides demands that one end be shaved dmrn and notched. The person 
who made the de\'ice may give it stylistic elements that are an expression 
of its maker or the family or the tribe. Once fabricated, its form may 
dictate that one \\'ay of handling it is more comfortable than another. A 

similar examination can be pursued for any of the objects of the buffalo 

JUmp. 

Some forms have significant cultural meanings . The circle for example 
is an often used symbol for the unity of the cosmos, for c::isonal cycles, 
for the very cycles of life, for the world and for the sun. The circle 
represents that which is whole (the cosmos). si nce as a f om1, it is 



complete. Yet, because it also represents cycles it represents change, 
such as the change of the seasons. The circle also fonns the basis fo r 
the plans of the dwellings of the Plains Indians. With a hearth in the 
c;entre, such a dwelling comes to symbolize the unity and harmony of 

the cosmos as well. Such a circular dwelling is also a porthole for life 

as people are often born within the dwelling and thus the dwell ing ac ts 
as a symbol of life. The circle is thus a very important fonn for the 
Plains Indians. 25 

To the Plains Indians forms are often seen as a diYine gift. Quite often 
forms are attributed to spirits or spiritual inspiration. They are achi e\·ed 
through dreams or they are seen in vi sion quests. A vision quest is an 
undertaking for a person in the tribe who goes to a sacred place alone. 
There , they fast for four days (thi s time may vary depending on the 

tri be). During that time an animal guardian will visit and give them a 
vision of the creation of a staff, an image p~nted on a tipi, a medicine 
bundle or a pipe, which is to be made into a form as prescri bed by the 
vis ion. 20 In thi s \Vay the inspiration or the imagination that might 
inspire some thing is humbly externalized, being attributed to a di\·ine 
source. In this way too the fonn of such an object becomes sacred. In 
addition to such quests, forms are al so attri buted to the cre::1ti\·e f-:xce 
itself. The prairie landscape is such a fo rm and thus the fo rms of natural 
things within it are also attributed to creati on. It is in this way that such 
form s also become sacred. 

Man-made form s ans\\'er to the conditions li sted above. In thi s respect 
they are a holisti c entity, they respond to materials. to uses and to 
contexts. For the Plains Indians such forms are further understood 

holisticall v since thev embcxiv notions of an and rel i~ion, in additi on to .,, -' .,,. '--

anS\\·ering to the above demands. This is an inarticulated idcJ incc the 
\,VOrd s 'art ' and 'religi on' do not exi st in their language. The form s 

represent the di vine source of the obj ect creation Jnd the work of the 
person \\·ho made it. In thi s way, the ideas we call art and religion come 
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to be present in the object, yet such noti ons e.\ist silent ly and narncles~ 
within the fom1 . 

Fig. 1 =2 A War Shield of the Dakota Siou x, a simple example of the circle as 

a powerful fo rm wi thin Native culture (photo from The Spiri of Native Am rica 

by Anna Lee Walters). 27 
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Causa finalis is equated with the end use or the function of a gi\'en 
object. Today, function is often understood as pursuing a task, it is 
understood in tenns of utility. In the perspecti,·e of the Plains Indians, 
the notion of utility does not stand as a solitary idea. The utility of an 
object is understood within the context of the cosmos, within the context 
of creation. Thus there is a spiritual significance to a given utility. 

Insight into this spiritual significance is again shown through one of the 
genesis myths. Before the people were taught by Na'pi i ho\\' to hu nt 
and gather their food, how to construct tools and shelters, they \\·ere 
very poorly off. They did not fair well within creation. It \Vas through 
the di vine instruction of Na'pi i that they were able to Ii ve welL that they 
were able to pursue their li velihoods.28 Thus the knowledge of how to 
do ,·ari ous tasks, in the course of daily life, is attributed to the Creative 
Principle. 

These tasks may be pursued differently bet\\·een indi,·iduals , bet\\'een 
families or tribes, yet the underlying, uniYersal anitude is that the utility 
of the task: is sacred gi\·en this context of creation. 

The simple example of a bone scraper illustrates this. The scraper, as 
described above, is made from the tibia of a buffalo, from materi al that 
is itself sacred. The scr-J.per is applied to the task of cleaning hides, to 
prepare them for tanning. The utility of thi tasK lies in the preparation 
of the tanned hide which can then be used in the making of a pouch, 
clothing or a tipi cover. This task will allo\\' one to continue to li\·e \\·ell 
or pcrhap better. The knowledge of hO\\ ' to o uch scraping has been 
passed from one generati on to the nex t, but it is ultimJ.tely derfred from 
, \1'pii . The task is thus understood as being sacred. 
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Fig . 1 c 3 Objects of utility from everyday life (photo from The Spiri t of Native 

Ameri ca by Anna Lee Walters). 29 
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A given task may not necessarily be derived from 1 ·a!pii , there are those 
who may seek such knowledge through dreams or vison quests. This is 
often true in more ceremonial tasks for which staffs, pipes or special 
shelters are required. In these instances, an animal guardian or spirit 
may be the source of the object and its utility, yet the underlying 
perception of its sacredness remains intact. It is in light of this di vi nity, 

that an object and its utility are perceived by the people of the buffalo 

JUmp. 

Causa efficiens concerns the method in which something is brought 
about or made. This issue of 'method' has recentiY been addressed in 

applications of cognitive anthropology to archaeology . A study by 

Young and Bonnichsen ( 1984) contends that to properly classify 
objects, archaeologists must be familiar with the technology used in the 
production of those objects. 30 They investigate hO\\. a system of ccxies 

or a cognitive map of rules are used in the processin g of a stone 
projectile JX)int. The method of this investigation \\·as to study and 
compare the processes used by t\vo contemporary cr:ii-tsmen in 
fabricating stone points. They then identified what 1rJ-erences could be 

made regarding similar processes used in prehistori c cultures.3 1 They 
obser;ed that coding is discemable in the 'Oake' sc1r on the stone 
points. From this they believe that differing patterns in the Oake scars 
on projectil e points may be a good indicator of a di ffe rence in cultures. 
Given that stone points may have similar overall forms, this study 
indicates that there may be significant differences bem·een cultures in the 
'codi ng' or technological rules that fonned the basis of the craftman!s 

decision-making process used in achei vi ng that point.3 2 Such 
diff ercnces may then used to identify stone points lx onging to different 
cultures. Their results give merit to further invcstiptions of thi s kind 
regard ing the technology of producing such artifo.c ts. 
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The research of Young and Bonnichsen complements the work of 
people like George Kubler, who, in his book The Shape Of Time -
Remarks On The Historv Of Things,33 speculates that significant 
changes in the nature of art and artifacts are actually the most elegant 
solutions when seen in light of the existing artistic theories and rules 
present during any given generation. That is, each generation of artists 
and artisans has at any time, a b<Xiy of theories or conventions that may 
be applied.34 These theories can be seen as a system of codes such as 
in the Young/Bonnichsen study. Within a culture, there may be an 
accepted group of ccx:ied rules, innovation and creatiYe advancement 
comes from new \vays of understanding and applying of those ccxies. 
In his discussion of convention and innovation ,35 Kubler also points to 
the very f e\v individuals of a given generation who truly achei,·e 
masterpieces of art by developing or pointing the way to completely new 
theories of art. Such innovation forms the f rame,,·ork for a generation 
of artists who,through their work will refine their understanding of 
these new conventions. 

The works of Young/ Bonnichsen and Kubler pro\·ide a framework for 
understanding the technologies irn·oh·ed ,\·i th the mi fact ~ of the Buffalo 
Jump. Within the eras of the Buffalo Jump (see TJ.ble 1.2) there is a 
discernable evolution of tools and weapons used. For example, there is 
evidence of evolution \\'ithin processi ng tools, from a f e\\' general 
purpose kni,·es, bone splitting tool s and crapers ii1 the earliest ages, to 
more ,·aried and specialized cutting tool , dri ll s, ~r:ipers. mallets and 
bone spli tters in the later ages .37 Implements from the earlier ages were 
probaly constructed using a system of codes simihr in nature to those 
described by Young/Bonnichsen. The more refined. special ized tools 
most probably gre\\' out of the creative applications of exi sting tool 
forming codes, similar to Ku bl er's discussion. \\" i hin any given 
generation there exi tcd systems of ccxies which r\.. rmcd the ba i. of the 
dccision-m~ing proce in tool fabrication. AJ\ 2.'l ' cmcnt and 
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Fig. 1 °4 Stone points from the Young/ Bonnichsen study . 36 
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evolution came about because of an indi\·idual1s understanding of those 
codes and their creati ve application of this understanding in making new 
or refined forms. The Y oung/Bonnichsen study points to the existence 
of such codes and the Kubler essavs lead to a theorv of how those codes 
can evolve through innovation. 

Kubler also speaks of those few masterful individuals, who, in their 
work lay the foundation for a completely new set of rules or codes . The 
arrival of the bow and arrow on the plains 200J years ago, represents 
one such advancement. The bow and aITO\\' replaced a device known as 
the atlatl. The atlatl was a type of throwing stick that was used to throw 
projectiles at a given target. Its projectiles required larger and longer 
stone points to acheive the desired result and the points were generally 
recovered after a hunt. The bow and arrO\\' could acheiYe the same 
result using lighter projectiles with smaller and lighter stone poinrs.38 

The points, if broken from the shaft, were considered disposeable. The 
introduction of the bow and arrow proYided a ne\\' body of information 
that could have been assimilated into the e~sting codes of tool 
fabrication and then form the basis for further e\'olution throu gh 
refinement and innovation. 

Innovation however. takes place within the context of time. E\·olution 
in the artifacts of the Buffalo Jump spanned thousands of ye:.ir . The 
incremental change apparent in these artifacts, o\·er such a long time. 
seems strange in comparison to our O\\·n \\·orld or rapid technological 
advancement. The cultural context was conservati\·e, innm·ation \\·ould 
occur within a setting \\·here objects already ex:.i ted to accompl ish a 
varietv of tasks thus there \\'as no need to chan£e \\·hat alre:.i.d\' \\·orks. 

- ) t_., -

As with the end use of an object, the fabrication of J.n object \\·ould h~l\'e 
been pursued \\'i th an understancJi ng or the nature of the crcati \·e 
principle. Someone in the process of making an object \\·ou!J h~_l\'c been 
a\\'arc of the story or Na'pii ( r a simiLlf story). I their perception, the 
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process for making some thing ( a system of codes such as those 
descibed by Young/Bonnichsen) would originally have been outlined 
by Na'pii or some other divine source. Seen in this light, innorntion 
·that occurred would have to respect the framework such a belief 
presented. Innovation would have to be understood within the context 
of the creative principle. 

The idea of an external source of knowledge and discovery also 
corresponds wi th some of Heidegger's \Vork on technology. Accordi ng 
to Heidegger, the discovery of a new technology or a new way or doing 
something is understood as a 'revealing' .39 That is, nature reveals 
something of itself to the discoverer. Such an attinide requires gratitude 
and respect for the knowledge, a notion (as discussed earlier) apparent 
in the culture of the Buffalo Jump. As it was their prophets \vho could 
link directly wi th the spiritual world, they were understood as the ones 
who gave the people "new ideas and new hope. "-hl 

This chapter put fof\vard an understanding of the ;irtifacts of the Ee::id-
Smashed-In buffalo jump. The science of J.rcheok gy pro\·ides an 
accounting and categorization of these J.rtifacts that \\·as essential to this 
understanding. Further, Heidegger's four-fold causality of objects 
provides a format for understanding these artifacts philosophically. It 
is interesting to note the impact and the power of Indian idealology ,,·i th 
reprds to the ancient Indian perceptions of these J.nifacts. This 
idealogy formed the foundation of an attitude that permeates the mJ.king 
and the use of these artifacts. Such an attitude allowed these peopl" to 
exist meaningfull y within creation. It is with an ,l\\·areness of thi _ 
mythology that an understanding of the artifacts ( the Buffalo Jump i · 
completed. 



Radios, automobiles, furniture, tools, computers, candy dishes and a 
pot pourrii of other things fill our contemporary world. People come 
into contact with such things everyday, pursuing a variety of tasks. 
Many of these things are industrially produced and in tum, many of 
these things are designed by industrial designers. Yet, in spite of the 
proliferation of manufactured artifacts, the profession of industrial 
design often remains poorly understood by the general public and by 
many manufacturers. As some pr.ictitioners lament, much of the 
current practise of industrial design is si:ent in the education of their 
clients as to the value of industrial design. Heskett notes that thi s 
profession needs to develop a greater body of theory with which it can 
better describe and promote itself.-+l This thought is echoed in other 
recent articles. "Defining design ... should actually be one of the 
primary tasks of current design scholarship," is a thought outlined in a 
publication of /.D. magazine regarding the recent de\·elopment of a 
doctoral progr~ at IIT in Chiwgo.-+2 ''\Vithout a broader theoretical 
base design is unable to position itself in relauon to the perceptions of 
the consumer," is a statement concerning the maturity of design 
published in an article in Design mag:izine.-+3 There is a cry in the 
professional literature for a fundamental description of industnal design. 

Industrial design theory does e:'\ist. Since its inception, many h,l\"e 
contributed to the bcx.:iy of knowledge that informs the profession of 
industrial design. ~1uch of this knowledge is \'aried and lies in m~ny 
fields such as ergonomics , art history, marketing , engineering. 
aesthetics and philosophy. H O\\ e\·er industrial design needs to 
understand where (and how) it itself lies in relation to these other ~rcJ.s 
of investigation. InJustrial design needs to kn O\\. itse lf. In tum. it c:1n 



then better promote a richer understanding of its value to manufacturers 
and the general public. This chapter is intended as a step to\\'ards such a 
fundamental understanding of industrial design. 

To begin in the development of such understanding, the foll owing is 
offered as a definition of industrial design: 

the design of objects that have the potential to be made in 
given quantities through the means of industrial production. 

This definition outlines three specific areas of concern. They are: one: 

the act of design, two: the object and, three: the means of producing 
the object. Further to outlining these three areas of concern, the te rm 
'potential' has been used to reflect the fact that not everything designed 
is manufactured, yet it is generally accepted among industrial designers 
that the potential to be made in the given quantities of a production run is 
a quality of things industrially designed. The use of the word 'potential' 
also distinguishes industrial design as an activity apart from 
manufacturing , as an autonomous act. This design act is something that 

must consider the means of production as a subsidiary of its main focus 
\Vhich is the design of the object. This main focus of design \r ill act as 
a depanure p:)int in initiating this descript ion of industriai desi ::- n. 

People use obJect everyday. Some may drive a c1r to work. others 
may pen a letter, some may paddle a canoe across a lake or eat \\·i th an 

elegant setting of sil\·er. The proliferation of objects seems to hide an 
underlying signi fic::mce of objects, that they ac t as our dail y interface 
with the physical \\·orld. We make our li\·el ihoods usi ng objects to 
achieve a vari ety of f eats. Quite simpl y, we live usi ng objects. 

To begin to understand this signi ficance of objects. Heidegger g}\'(; the 
fol lo\\'i ng breakdown of 'things': 
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• 

0 natural things 
0 man-made things 
"' things as ideas, concepts or issues that do not have matter 

or physical fonn, but rather are things di scussed.++ 
For the most part the industrial designer is concerned \Vith man- made 
things, things that have matter and physical f onn. Yet Heidegger1s 
outline leads to an interesting discussion. 

Natural things can be seen as the physical backdrop of our everyday 
human li \'es. They include the land, trees, rocks , stones and metals, the 
animals and atmosphere that we live amongst. Such things can be seen 
as limits to our physical existence and in tum our physical existence is 
dependent on how we exist \vi thin these limits. It is important to note 
that natural things can exist quite independently of people, but people 
however, cannot live independently of natural things. It is simply 
through the manipulation of natural things that man-made things come to 
exist. This is to say that the raw material of every man-made thing is 
found here on this earth, and is, in its origin a natural thi ng. An atti rude 
born of the industrial revolution is that because man was able to appi y 

reason and science to the study of nature and in tum come to understmd 
aspects of nature, that man was then the mas ter of nature. i\·f uch of the 
confusion of our modem times lies somewhere in the equating of this 
understanding with mastery. Such an idea is reOectcd in a s~tement by 
Prigogine and Stengers, "One of the main ources of fasci nati on in 
modem science was precisely the feeling that it had disco\-ercd the 
eternal la,vs at the core of nature 's transformations" .-+5 In one respect, 
we have thus come to a time where we have man-made material s. Yet 
the origin of these material s is inherently natural and it is onl y through 
the processing of natural things by people that man-made materials --ome 
to exist. An example is the case of plasucs, considered an anifici~ or 
man-made material , yet we often lo c sight of its origin ,,·hich lies in the 
processing of crude oil and mtur'-11 g~ ( something \-cry mu h not :rn-

made ). 

32 



The example of plastics also illustrates the iimi ts of our 'mastery' over 
nature. Plastics and their production can pose a signi ficant danger to the 
planet's environment. For example plastic pellets, used in a variety of 
manufacturing processes, have been known to find thei r way into \vater 
systems and have been found existing in sea fovv'l eggs.+6 Plastic 
products often become liner, such as with foam containers. Such 
prcxiucts can be hannful to the environment because of a lack of 
biodegradeabilty or because of the blmving agents used in their 
production which can pollute our atmosphere. We are indeed poor 
masters if this is the way that we exercise such mastery. This example 
is not, however, intended as an attack upon the plastics industry. 
Through the use of plastics we also achieve a great many useful things, 
indeed a few things useful to the planet's preservation. The intention 
here is to demonstrate that the state of our achieved scientific kno\\'ledge 
does not make us masters of nature. Such knowledge is still achieYed 
within the context of nature. We pursue our lives against the backdrop 
of nature which still provides very real physical limits to our exi stence. 

The manipulation of natural things also presents the following notion: 
in order to fashion a natural thing into a man-made thing , an idea or a 
conception of how to manipulate it is required. In other \\·ords. 'th ings 
as ideas ' (Heidegger's third point) must be considered as a necessJ.ry 
condition of the creation of a man-made thing. There are many orders 
or degrees to the ideas or concepts represented by such man-made 

-- things. 47 There are the Yery basic ideas as to just ho\\' a natu ral thing 
can be manipulated, these ideas simply represent the utility of ach1e\'ing 
the man-made thing. Further there are hi gher order concepts of \\·hat it 
means to manipulate such natural things, which are perhaps best 
exemplified with religious artifacts. 

An example or both of these orders of ideas can be fo und with tLc 
Plai ns Indians. As discussed in the fi rst chapter, the Indian · or the 
Plai ns had an oral tradition of mythology that in fo rmed their intc:-- --tion 
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with the natural world. The natural world was a product of the creative 
force of the cosmos. In making an arrow head or in fashioning a mallet 
an individual was meeting a utilitarian end. Yet this individual was 
understood to be acting within the wisdom of creation that allowed the 
individual to do such a task. The knowledge of how to make some 
thing acted as a bridge between the individual and the creative force that 
made the natural thing available. The individual, informed by the 
idealology, was aware of such orders of ideas in the fashioning of 
objects. Within this example, what is arrived at is not three specific 
categories of natural thing, man-made thing and conceptual thing, but 
rather a fluid continuum of human thought and actiYity within the 
context of nature and physical existence. 

Within this continuum, the utility of an object is one aspect of an 
individual's experience of it. Many of our objects are used as tools and 
are thus applied towards some end. Heidegger discusses the nature of 
utility with the analogy of shelter.48 When a person uses an object, they 
generally have the task at hand as the focus of their attention. The object 
or tool is not necessarily at the focus of their attention. The object can 
be seen to 'shelter' the user in its reliability. Should an object fail in its 
use the effect can be something like that of a leai-..·-y roof. The object's 
reliability shelters its users from harm (sometimes life or limb 
threatening), inconvenience or distraction. The object acts to allow the 
user to pursue their desired tasks safely, reliably. 

It is apparent from Heidegger's discussion al:xwe, that an object must 
work. That through its reliability the object must meet its utility and 
allow the user to continue in their focus with the task. Howe\·er, our 
expectations of utility and reliability change with time, they are 
temporal. We expect new items to work perfectly, \\'e simply do not 
expect them to fail. As objects age we expect them to breakdown, to 
need repair or to be completely abandoned such as \\ ' i th disposable 
items. Our expectations of reliability are also aff ectcd by our knowledge 
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of who made them. Some manufacturers are believed to be less reliable 

than others. Thus people, depending upon their experience of objects, 

will come to taint or enhance their expectations of reliability. Reliability 

can be seen as an ideal that the maker of an object strives for and it 

· becomes one way of evaluating objects. 

Within the continuum referred to above, utility was one aspect of an 

individual's experience of objects. Towards understanding and 

evaluating other aspects of an object, phenomenology is presented as a 

philosophy that focuses on the human experience of phenomena (and 

objects). Roger Scruton in his discussion of the aesthetic experience of 

architecture, argues for a sophisticated understanding of this human 

experience of objects. He states that the a priori nature of the 

phenomenological argument is primitive in that, it is not a raw or 

isolated event. The individual upon encountering an object ( or building) 

enacts a certain imaginative reflection.49 This imaginative reflection is 

informed by the context of that individual. Such context includes the 

environment of the individual (including other people present) and what 

the individual brings to that environment, such as their own education or 

previous life experience (an example being Indian mythology). The 

experience of an object is thus fluid and open to change through stimuli 

at play within the context of the individual. In other words, an 

individual may be made to 'see' the architecture in a completely different 

manner through discourse in the public forum. In talking with another, 

an individual's experience of architecture can be enriched, altered or 

lessened. Scrtuon's discussion illustrates the rich potential of meaning 

within an individual's immediate experience of an object, in that this 

experience can can span a spectrum of emotional and intellectual 

responses and that these responses are fluid because they can change 

through interaction with the influences at play in the environment. 

Further to understanding the human experi ence of objccl~ is 

Heidegger's di scussion of dwelling. As he \\'rites, d\velling is 
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metaphoric for building, 50 both in terms of the noun and the verb and 

that to build anything is to pursue dwelling. Thus in building a house, a 

corporate empire or in cultivating a garden, we are dwelling. These are 

the tasks that we assign ourselves in building and constructing and 

perhaps even in defining our lives. In dwelling we are building our 

lives, we are in effect, living. In the pursuit of this dwelling we 

undertake a variety of tasks and these include the many tasks of our 

labour and our leisure. They span the highly complex and the simple 

tasks that people enter into as part of their daily lives. In doing these 

tasks people are collecting the experiences that make up their lives. 

Important to Heidegger's notion of dwelling is that it occurs within the 

context of nature. Traditionally people live on the earth and beneath the 

sky, they live within the physical constraints imposed by nature 

(interestingly, this thought echoes the Indian idea of existence within 

creation). Heidegger's idea of dwelling identifies the context in which 

we pursue our daily tasks. 

Our tasks require t\vo things to be accomplished. One is simply the 

decision to do it and the second is the choice of how to do it. The 

choice of whether to do something ( or not) rests \\·ith one's ability to to 

anticipate the consequences of a given task. The second choice may 

require that an individual undertake some training, yet even \\·ith 

training, there is still cause for some reflection as to how well to do the 

task. An individual may not articulate this choice but, as in a mundane 

example, they may reflect as to whether a nut is loose enough to fall off 

a bolt or to be so tight that it would be very difficult to remo\·e. In 

anticipating the results of a given task an individual is undertaking a 

certain imaginative reflection. They are imagining what the result of that 

task will be and what it is for them to achieve this result. They are 

anticipating what the self will be like in the achicYemcnt of the task. 
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This anticipation is similar to the imaginative reflection that Scruton 
speaks of in the aesthetic experience of architecture. In the presence of a 
building, an individual will experience certain feel in gs, the imaginative 
attention that Scruton discusses is an attempt to understand those 
feelings. It is attention given towards knowing the self in the presence 
of the architecture. In this attention the individual is reflecting on the 
manner of the experience, that is whether the quality of it is good or bad 
or repulsive or ecstatic. An individual will come to know that they feel 
such things in the presence of a certain piece of architecture. Scruton 
takes care to point out that such feelings can be altered if an individual 
can be made to see (and experience) the architecture in a different 
manner, responding to such things as another person's description of it. 

When confronted by an object people can undergo a similar reflection in 
response to its visual form. They will also attend to what it would be 
like to use the object. That is what they will be like in using the object 
and the manner in which they will use it. In using an object a person 
comes to know that they can achieve a certain utility and that the manner 
of this achievement is associated with a certain quality of feeling. 
Through this attention a person comes to know that they will exist and 
feel a certain \vay, at a given moment, in the achie\·ement of a given 
task. 

Scruton's discussion of imaginative attention sho\\'s how a person can 
come to know their self in the presence of an object. In approaching an 
object a person can anticipate knmving their self in seeing the object, in 
using it and in pocessing it. From Heidegger's discussion of dwelling, 
a context is provided for understanding the experience of an object, that 
of the physical world. Further, Heidegger's discussion of d\\'elling as 
building shows how \Ve can come to know ourselves through the tasks 
that we pursue as they become the events of our lives. Scruton's idea 
of imaginative attention reinforces the notion that we come to kno\\' 
ourselves in the pursuit of the tasks of our lives. People imaginati,·ely 
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attend to their self in the pursuit of a task, in the use and experience of 
an object. Over time, people come to know their lives as a collection of 
such experiences. It is in this way that souvenirs and keepsakes gain 
their significance. Such objects can help an individual to remember how 

. they were at a certain time. However, many objects of our work and 
leisure have a similar potential to evoke certain feelings because they 
represent how we as people know how to exist, how we know how to 
live within a given time. The significant object is one that presents an 
individual with the chance to know themselves a little better, in many 
ways, within the contexts of time and the physical world. 

Heads-up-display, super semi-conductors, Grid lap-top computers, 
media lab and concept cars, these are the glamourous images of the high 
technology of our day. Stone age and other primitive technologies seem 
alien and distant in comparison. Yet, in its essence, technology has 
remained the same thing throughout the ages of human history. Specific 
technologies have most definitely changed, but technology as a thing 
onto itself, represents a specific human knowledge, for a gi,·en time, 
that allows people to interact with the physical world. 

With the adYent of modern times, technologies ha,·e enabled people to 
achieve a great many feats. Feats that have been the dreams of humanity 
since the adYent of recorded history. People today, in their e,·eryday 
lives, fly, communicate over great distances with a telephone, people 
learn of and see events as they happen through various media. Such 
technologies have enriched the bounds of human experience, they allmv 
people to do incredible things. Today, the extraordiary is commonplace 
and people often take that for granted. It is in this mundane acceptance 
of our technologies that the weakness of modem technology becomes 
apparent. The technology has become an end in it elf, the pursui t and 
use of technology seems to have become the highest of human 
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endeavors. It is as this end that Heidegger finds fault with modem 
technology. Heidegger speaks of an enframed or limited view,51 in that 
the use of technology precludes an examination of other views to a 
situation. With technology as an end, other aspects of knowing about a 
given problem become excluded from view. It is within such a view 
that an individual may use their car to go to the corner store when it may 
be easier or quicker or better to walk there. With technology as an end, 
the task to which it is applied may not be fully understood or seen. In 
this light, the question of "how can we do this?" becomes "how can we 
use this technology to do this?" Research of work habits has 
demonstrated that since the advent of the personal computer, people are 
spending more time working at the office. More subtly, it is now 
becoming known that people are actually spending more time doing 
housework than a decade ago. It seems this is due to the increased 
amount of electronic gadgetry in home appliances.52 The use of 
technology seems to preclude a prudent examination of the problem at 
hand. It's as if we trust unequivocally in our own technology, to such 
a point where its non-use is not even considered. 

As with the issues of science, contemporary technology has come to 
represent man's mastery over nature. People can achieve anything 
given enough time and money. Yet, as noted earlier, this mastery is 
poorly exercised given the planet's many environmental and other 
problems. This mastery is very simply a false mastery, it may be a Yery 
advanced state of knowledge and abilibty but it is not mastery. 
Heidegger, in his examination of technology discusses the ancient 
Greek root of the word technology: 'techne' denotes 'seeing or kno\\ ing 
in the widest possible sense. ,53 This definition seems contrary to our 
contemporary attitude tmvards technology, where technology is a means 
to an end. With technology viewed simply as a means to an end, one is 
prevented from seeing in the widest possi ble sense, one is preYented 
from seeing all of the many diff crent issues inYoh·eJ with a giYen 
problem. Heidegger further di scusses the notion or 'revealing .' 

...,n 



According to this notion, the achievement of a given piece of technical 

knowledge is described as being revealed to people by nature. Not to 

belittle the human achievement, this description establishes nature as the 

context of this human achievement. The physical world is the context of 

humanity and human technology, the presense of our technology cannot 

supersede or escape this. Knowing in the widest possible sense must 
take this context into account. 

The notion of revealing is further explicated in Heidegger's discussion 

of how an object comes into existence, of how technology is used to 

make an object. Discussed in the first chapter, Heidegger's outline of 

the four-fold causality served as a structure for discussing the 

significance of Native artifacts. Within this discussion the causes of 

materials, making, end use and fonn serve to exemplify seeing in the 

widest possible sense and the idea of revealing. These causes provide a 

structure for seeing beyond technology as simply a means to an end. 

A discussion of materials echoes the sentiments of the discussion 

regarding natural things and serves to again reinforce the idea of nature 

and the physical world as the context of human technology. Materials 

have certain qualities that govern how they may be used. For example 

the fibrous structure of wood means that it can only be worked as the 

structure allows. The grain of the wood must be respected. 

The making and also the use of objects demonstrates human KnO\\·ledge 

and ability. People come to know themsel ,·es through how they know 

to make and/or to appl y something towards a given task. Further. this 

knowledge is known within the context of time. People as a whole have 

had varying technological capabilities throughout history and 

individually, within one's mm lifetime. People have varying 

knowledge and abilities within their lives. People can come to know 

themsel ves through their knowledge of how to do something at a gi\·en 

moment in their lives and history. 
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Further, since the creation of new objects occurs within the context of 

time, the actual end use of such an object would not be known until it is 

made. It's end use lies in the future and is anticipated. It's end use is as 

, of yet only dreamed of. It is in this situation, in the development of a 

new object, that we come to know ourselves in terms of our dreams and 

goals. This situation carries with it the responsibility to fully anticipate 

the implications of the impending end use. This end use should be 

anticipated while seeing in the widest possible sense. 

The form of an object is where all of the other casues are realized. The 

fonn of an object is evocative of its materials and of the human 

knowledge and ability that shapes those materials. The form of an 

object evokes its use in that it can communicate or prescribe how it will 

be used. It is in the creation of the form of an object that one 

demonstrates their knowledge and awareness of materials, human 

knowledge and ability, and their anticipation of the future experiences of 

others. 

It is through these causes of materials, making, the end use and form 

that an object is brought into existence, that it is revealed before us. It is 

through an awareness of these causes that one can begin to see in the 

widest possible sense. It is through these causes that one can see that 

human technology occurs within the contexts of nature, the physical 

world and time. The use of technology should not limit people or trap 

them into doing things distant from their own individual goals. often the 

result of treating technology as a means to an end. If one is concerned 

merely with trying to make a certain technology work, without due 

consideration of the end (in someone's life) to which it is applied, then 

that pursuit of technology excludes a full understanding of its use. 

Avoiding this requires an ability to see that technology should enhance 

one's self- knowledge, ones's abilities within the stated contexts of 

nature and time. As such, the means of technology should become a 

useful means of enriching an individual's life. Technology should be 
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pursued with an eye towards enhancing the pursuit of peoples' own 
goals and values. 

Technology as a means to an end. 

Technology for its own sake. 

Technology pursued in a mannner autonomous of people's goals, 
aspirations and values. 

If one ( even partially) accepts these premises regarding contemporary 
technology then a way must be found that integrates and applies 
technology with due regard for people and the tasks that they pursue. 
Such a statement raises the question of: how can technology be applied 
with thoughtful regard for people's lives? 

The anS\\·er may be quite simple. According to Heidegger technology 
should be pursued artfully.54 Art can be seen as a the creative 
expression of an aspect of our lives and is an attempt to unveil a gi\·en 
value of hmv we exist. This includes the potential of art to express the 
many aspects of how we feel, what we see, what we do, what we 
know, \\·hat \Ve think, etc. and there is always value to gaining a little 
insight into ourselves. 

Yet, the question then arises as to how can technology be pursued 
artfully? This is not so simple. Industrial design appears to be one 
profession that rises to this task. Industrial design is the profession that 
is concerned with hO\v something is used, it is concerned with how 
something is recei\'ed, how it is made, it is concerned with the limits 
and oppommities provided by a given technol ogy. Indeed, industrial 
design is concerned with each of the four causes outlined by Heidegger 
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that act to bring forth an object into existence. Industrial designers must 

consider materials, fabrication techniques, the end use and form in their 

pursuit of design. In each of these areas of concern there are certain, 

appropriate insights. In the creation of an object though, such insights 

must be discovered, they must be learned. Heidegger's position would 

be to learn of them artfully. It is the belief of this writer that designers 

are those who are trained to discover such insights artfully. 

An examination of the design process serves to illustrate the nature of 

these truths. There are two significant streams of activity in the design 

process: one is the pursuit of a problem definition; the other is the 

pursuit of form. For any given design problem there is a body of 

information that must be addressed. In arriving at a problem definition 

the designer is trying to understand this infonnation, to evaluate it, to 

find significant relationships and congruencies. Initial form studies 

indicate an initial understanding of the problem definition. These form 

studies act as a tabled idea regarding this information. The form studies 

have the potential to illustrate weaknesses and strengths in one's 

understanding of the problem. The fonn studies represent the 

designer's ideas and decisions at a given moment in the process and 

become a \·ehicle towards evaluating these decisions. Such decisions 

are evaluated against a variety of criteria, often encompassing the very 

areas outlined by Heidegger. Further, the design process occurs 

through time. These design decisions represents one's understanding of 

the problem at a given moment. In effect, in designing some new 1/zing, 
the designer is moving from \\'hat is known in the present to anticipating 

how this object will be in the future. That is , hm\· the object will be to 

make, to use, how it will serve in some other's !if e. This design 

process is iterative. With each step in evaluating information and 

decisions one is looking towards the future, anticipating vvhat could be. 

One is seeking to create ideas based on an understanding of inf orrnation 

that in turn will become evaluated towards a completed design oluti o n. 



The design process is an iterative process of creation and evaluation 

aimed at the future. 

Evaluating design decisions means learning something (an insight) 

about the problem. In designing an object the designer is making form 

decisions based on their understanding of what is known at a given 

point in the process. In this instance evaluating a decision concerns the 

search for value in it. That is, the decision is not absolutely right or 

wrong, rather, there are aspects of this decision that have value in 

anticipation of the future existence of the designed object. The design of 

an object lies in uncovering the value within a given problem ( or aspect 

of the problem). The difficulty with such an understanding of design 

lies in one's ability to judge value. 

Design theories , as they have existed through history, have been an 

attempt to regulate or structure ideas as to how to judge design decisions 

appropriately. Such theories exist within a given historical time and 

within a given conceptual framework. Modernism , for instance, has 

existed within particular social, economic, historical and political 

environments, each demonstrating particular values as to how we, as 

people, should be. Modem design theory is as much a child of these 

environments as it, in tum, helped to shape environments. Design 

theories have come to represent the values of an age as much as they 

come to shape them. Modem design was captivated \\·ith the latest 

technologies, it was filled with the democracy of people 's ability to 

own, it vvas caught up in the political idealogies of its early days. What 

is interesting to note about design theories is that they have been applied 

successfully, they have been delibrately broken successfully and they 

have been applied poorly. Designing in the latest style or trend or 

theory does not guarantee good design. 

Design methods have also been de\'el ped to aid in c\·aluating design 

decisions. Design methods came about due to the growi ng complexity 
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in design problems. This complexity stems from a growing body of 
scientific knowledge about ourselves and the world at large, making for 
a greater number of issues to be addressed in the design process. The 
aim of design methods has been to to make the designer more 
systematically responsible.55 Many of these methods are good at aiding 
the designer in the analysis of information and data, to achieve a clearer 
understanding of the problem. However there is a danger with these 
methods that some may try to "domesticate" the creative act and make it 
"behave - in terms at once scientific and verifiable." 56 Design methods 
can bring about an aspect of "objectivity and depth of thought" to the 
design process aiding the designer in evaluating information and 
decisions, yet there is the potential to use a methcxi much as a recipe to 
design, negating its creative use and perhaps blocking design 
opportunities from arising. An indiscriminate use of design methods 
may prevent the designer from seeing the value of a given aspect of the 
design problem. 

It is towards this endeavor to evaluate information and decisions, to see 
value, that design theories and methcxis have been created and applied. 
These theories and methods serve to make designers aware of value. 
The awareness of value becomes the aim in understanding the 
information of the design problem. The creation of value becomes the 
aim in the development of the form. If one accepts the notion that an 
object embcxiies the potential for one to know their self in some manner, 
then an awareness of value is an awareness of this potential self 
knowledge. Returning to the notion of art as an expression of value as 
to how we are, design can be seen as pursuing objects and technology 
with an artful awareness of the value posed by the technology. 

It becomes the responsibility of designers to thus cultivate an attitude of 
awareness. This means the pursuit of an awareness of how people are 
and what people know in a variety of areas. It requires an awareness of 
how people build their li ves. Such an awareness can be aquired through 
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a variety of means, from travel to sitting in a coffe shop, from movies to 

literature and poetry, from trade journals to science magazines, from 

concerts to diners. It can be aquired through reading or research, such 

, as Patricia Moore's experiential research into the lives of the elderly. Or 

the research of Liz Sanders (of Fitch/Richardson Smith) with young 

children in the development of the Texas Instruments' Voyager learning 

toy. Patricia Moore undertook research where she actually emulated the 

daily life of an elderly person. Liz Sanders pursued research that 

provided insight as to a child's perception of colour that inf armed the 

design of the Voyager.57 It is from such an a\vareness that designers 

can build a repetoire of experience that will aid them in evaluating 

information. It is with such experience that designers can inform their 

judgements employing both intuition (born of experience)58 and an 

aquired body of knowledge. It is with an awareness of the value of 

objects within people's lives that designers can then imagine, anticipate 

and create objects that will fit appropriately in an individual's life. 

If one accepts that the design of objects is the goal of industrial 

design, then one should fully understand the significance of these 

objects and the technologies that they represent. In this chapter, the 

discussion regarding objects demonstrates the potential of objects to 

allow one to augment their knowledge of the self. We come to 

know something of ourselves through our experience of the e\'ents 

in which we use objects. The discussion regarding technology 

demonstrates that it is through the application of technology that we 

interact with the physical world. It is also worth no ting that our use 
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of technology takes place within the contexts of the physical world 

and time. These contexts should be understood and respected. It is 

from an awareness of such value within objects that the full range of 

values within objects can be explored and understood. It is from 

such an awareness that objects can then be designed which enhance 

and enrich the experiences of their users, rather than complicate or 

clutter their lives. It is from such an awareness that objects can be 

designed to fit appropriately into the everyday lives of the people 

who use them. 
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The design project of this MDP is pursued in light of an understanding 
of the significance of the Native artifacts of the Buffalo Jump and of 
industrial design itself. Before embarking upon a description of the 
design project the following is offered as a brief summary. 

In an examination of the artifacts of the Buffalo Jump one finds that 
Indian idealology plays a fundamental role in the understanding of these 
artifacts. This idealology provides a specific understanding of creation. 
It finds its expression, in part, through mythology. Indian ideas of the 
physical world are explained in this mythology. The mythology is an 
attempt to communicate an understanding of creation. 

Mythology, as an articulated understanding of the physical world, acts 
not only as an explanation of that world, but also provides a certain 
prescription of how to behave within it. It is out of such a prescription 
that one can begin to understand the significance of the NatiYe artifacts. 
Such prescriptions are generally not arbitrary, they are based on a 
reasoning that is infonned by the mythology \vhich in tum is, in part, 
arriYed at through observation of the physical world. It is arriYed at 
through an understanding of \\·hat works in the physical \VOrld. In 
effect, the physical world and the mythology that is used to describe it, 
are giYens that must be respected in the daily pursuit of life. This 
respect is fundamental because one surviYes with it. 

The creation of artifacts begins in an atmosphere of idealology and 
mythology. Indian artifacts take on a specific aesthetic char.:icter 
because they are born of a specific understanding of the world as 
described in their mythology. Such artifacts gain legitimacy not onl y 

48 



because their utility allows one to survive, rather, these artifacts and 

their forms gain legitimacy because their creation, informed by 

mythology, allows one to survive well within the physical world. 

_With regards to the modem profession of design, this is the lesson that 

is presented out of a study of the Buffalo Jump, that of the search for 

legitimacy. The development of modem design theories and design 

methcxis are attempts to impart a legitimacy to design. Yet, as history 

shows, designing within a particular style or using a particular design 

theory or method does not guarantee design success. 

Fundamentally, people use, come in contact with, and are confronted by 

objects in their daily lives, in their interaction with the physical world. 

It is the nature of this interaction that is addressed by the design 

profession. Design is concerned with the quality of this interaction, that 

is, how well it is pursued. The designer must discover what constitutes 

such well being in every project. In so doing the designer is concerned 

with many things in the creation of an object's form, such as the 

technology that is used to make the object, the technology that the 

object's use represents and the materials that are used to make it. In 

addressing these concerns the designer is practising their design 

judgement, they are evaluating these and other concerns towards 

establishing the value of an individual's interaction with an object. The 

legitimacy of design lies in the design profession's ability to impart this 

value to the potential interaction between an indiYidual and an object. 

The rnlue of such an interaction lies in understanding its context. That 

is, issues of acting within the physical world, such as the situation of an 

object's use, the physical limits of a giYen technology, the capabilities of 

materials, and the cognitive and physical abilities of a potential user. In 

some ways, these are the very things that are addressed in Indian 

m:lhologies. In effect, the design process can be understood as a 

process of articulating the mythology of an object's creation and use. 
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Pursuing an awareness of value. 

Imagining an object as it would be in the future (as someone uses it). 

Appropriately judging design decisions. 

Anticipating the future through the creation of fonn. 

These are some of the issues raised in the previous chapter on design. 

These are issues that must be addressed daily in the practise of industrial 

design. One way to augment a designer's awareness is through 

narrative. Narrative (or story telling) is as old as human history. The 

Indians of the Plains use stories to entertain, to communicate lessons on 

appropriate behavior within the world and to demonstrate an aquired 

knowledge of how to live within creation. Given that this ivIDP began 

with an examination of the artifacts of of the Head-Smashed-In-Buffalo-

Jump, the use of an Indian narrative serYes as an appropriate and 

interesting departure towards informing the design portion of this 

project. 
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The Legend of Starboy (also known as Poia or Scarface)59 

There was once a young boy who lived wirh the Blackfoot. A shy and 

timid one who was quire poor, although some sa_v his lineage was 
great.60 Poia ( Scarface) was his name because of a scar that marked his 

face. 17iis scar was a source of redicule for him. 
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When he was older he fell in love with the daughter of a great chief 
Many young men had sought marriage with this young woman yet she 
had refused them all. Poia prepared a gift and a message for this young 

woman confessing his love for her. Her reply did not encourage Poia, 
size said size would take him as lzer husband if he could remove tlze scar 
from his face. 

It became known to Poia that only the power of the Sun could remove 
his scar. Poia resolved to journey to the lodge of the Sun and seek the 
removal of his scar, so that he could then marry the young woman. 
With the help of an old woman who took pity on him he prepared to 
undertake this grand journey. 

Often, in the professional practise of design, the project is brought to the 
designer by a client In this MDP that is not a given. An appropriate 
project had to be found that reflected the initial investigation into Native 
artifacts and serve as a interesting demonstration of the discussion on 
design theory. 

Within the story of Poia is his resolution to undertake a journey to the 
lcxige of the Sun. The idea of journey is significant in Plains Indian 
culture. The Indians of the Plains were, of course, nomadic. Also, 
warriors would undertake journeys a\vay from the tribe to go to \var (it 
was assumed that when a warrior went to war, that he was going to his 
death, thus his family would begin to mourn for him as the war party 
departed. The safe return of the warrior then became cause for great 
celebration) .61 Individuals \vi thin the tribe \vould also undertake vision 
quests (see page 17 for a description of the vision quest), which is a 
spiritual quest for knowledge and peace. Hunters\\ ould also journey 
from the tribe in search off ood or in some cases, in the hunt of sacred 
materials such as in the hunt for eagle feathers. 62 The hunt for sacred 
materials may also haYe been pursued after a vision quest. It is apparent 
that the notion of journeys as a rite of passage , as a quest (within 
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creation) for knowledge and understanding are central to the ancient 
Indian way of life. 

As the aspect of journeys plays a significant role within the culture of 
the Blackfoot Indians, it is from this context of journey that the design 

project is chosen for this MDP. Further, the setting of this project is 
contemporary and therefore the legacy of modern times, its history and 
its technology should be considered in · ~he project choice. (A more 
detailed description of potential design projects is provided in Appendix 
A). Thus, it is from within our contemporary setting and from the 

ancient Indian idea of journey, that a modular camping system, intended 

to be mounted on pickup trucks, was chosen as the design project. (The 

design brief is outlined in Appendix B). Although not intended as a 

product for an Indian market, such a project would be designed from a 

Native inspiration intended for the larger North American pickup market 
place. Pickups provide one way to embark upon a journey. Pickups 
also present a face of contemporary technology. Focusing on such a 
product offers an interesting bridge between the journey oriented, 

Native past and the technological present Given the utilitarian nature of 
pickups, such a product could also serve to enhance aspects of work as 
well as aspects of leisure and camping. (For an outline of the camper 

market place see Appendix D). 
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Supplied with moccasim and pemmican from an old woman. rhe young 
Poia began his journey to rile lodge of rhe Sun. Across rhe plains and 
through the mountains Poia travelled. Along the way he asked the help 

of many animals to show him the way to the Sun's lodge. Early one 

morning he arrived at an endless body of water. Poi a was again 
discouraged, for he could see no passage across the water ro rhe Sun. 
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Two great swans then came upon Poia. 63 When they had heard his 

story, the two offered to take Poia across the water to the land of the 
Sun's home. Poia rejoiced and upon the backs of the swans he travelled 
to the land of the Sun. 

On his a"ival Poia was befriended by A-pi-su'-ahts (Morning Star), 64 

son of the Sun God. Through Morning Star, Poia was welcomed into 

the lodge of the Sun. Poia and Morning Star spent a lot of time together 

and their friendship grew. One day, while huming, Morning Star was 

threate11ed by seven great and dangerous birds. Poia fiercely killed the 
birds, saving the life of lzis friend. 

The Sun and his wife, Ko-ko-mik'-e-is (the lvfoon)65 were greatly 

impressed by Poi's action. So impressed was the Sun that He offered 

to aid Poia in his desire for marriage to the young woman. Using a very 

strong medicine, the Sun removed the scar from Poia's face. However, 

the Sun also spoke of His own greatness and tested Poia as to the extent 

of Poia's awareness of the Sun's power. Poia proved wonhy. 

The Sun then i11Structed Poia as to the co11Struction of both the sweat 

lodge and the hundred willow Medicine Locjge, "You shall build the 

lodge like the world, round, with walls, but first you must build a sweat 
house of hundred sticks. It shall be like the sky [a hemisphere], and 

half of it shall be paillled red. That is me. T7ze o!her half you will paint 

black. That is the night. "66 The Sun also gave Poia two raven feathers, 

a sig11 lo Poia's loved one that he had indeed visited lhe 51111. The two 
raven feathers are always to be worn by lhe husband of the woman who 

builds the Medici11e Lodge. 

Soo11 after, Poia prepared lo relllm to his people. TTze Sun and Moming 
Star gave Poi a many beautiful gifts, i11c/11di11g weapons and fine clolhes. 

Poia relllrned by way of the Wolf Road (Milky Way). Soo11 after he 

relllrned, he married the chiefs daughler. Together the_v followed the 
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instructions of the Sun precisely and lived very long and prosperous 
lives.67 

The second part of the Poia narrative concerns the completion of the 
journey. Such a journey, undertaken to achieve the individual goals of 
Poi~ actually has a more significant result. In bridging with the 
spiritual world (the Sun) Poia achieves a certain power. This is not 
power to rule or control others, it is not a type of wizardry or soccery, it 
is rather, a type of knowledge and wisdom. This wisdom is the 
knowledge of who Poia is and how he fits within the world. Poia 
knows himself and is known as the one who journeyed to the Sun. He 
becomes known by what he has done. (This echoes the discussion on 
the significance of objects in people's lives, see page 30). From this 
understanding Poia then has the power to exist well within the world. 
With such understanding and power, Poia can then marry the girl and 
build a life with her. The removal of Poia's scar S)mbolizes this new 
achievement of the self. 

Within this establishment of the self is the knowledge passed on to Poia 
of the Medicine Lodge, which in turn becomes a gift to his people. 
With this gift, his people learn to celebrate the pO\\·er of the Sun. In 
tum, the people come to know themselves as those who \\·orship the 
Sun through the Medicine Lodge. With the knmvledge of the Medicine 
Lodge and the Sun Dance, Poia gave to his people a gift that enriched 
their lives with an understanding of themseh·es within the \\'Orld and 
creation. 

The legend of Poia represents the significance of journeys and of vision 
quests within the culture of the Blackfoot. The individual , upon 
completion of their quest achieves a knowledge of their self \\'i thin the 
world. With such knowledege, these individuals aquire a certain self-
reliance that allows them to li\·e well within the world and cn~ble · them 
to enrich life within their own society. 
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The design of the camper is predicated on such an understanding of the 
legend of Poia. The camper, designed as a modular system, consists of 
five basic units that can be assembled in a variety of ways. The main 
focus of the system is a power unit. It was the early identification of the 
potential of this power unit that served as a cornerstone for the design. 
The design is founded upon the initial idea of a autonomous power unit 
and then proceeded through the refinement of the modular camper that is 
assembled around it. (A brief description of the design process is 
provided in Appendix C). 

It is this aspect of utility that reflects the nature of the Poia legend. The 
power is achieved first (symbolically, Poia meets with the Sun, has his 
scar removed and is given the knowledge and the reasoning behind the 
Medicine Lodge), then one can build with it or upon it. Contained 
within the power unit is the ability to store electric batteries, a 
compressor, and/or propane tanks. The power unit has the ability to run 
a variety of tools or implements for activities on a job site, a fann or a 
ranch. It alone gives people the ability to perform certain tasks first. 
This ability can then be augmented with the addition of the other storage 
units available in the camper system. These units off er a capacity to 
store tools, camping gear and a tent structure to complete the d\\'elling. 

The legend of Poia thus pro\·ides a symbolic structure that is used to 
infonn the design project. The strong aspect of the hero's journey is the 
foundation for the decision to design a product for a type of journey, in 
this case camping. The hero's achievement of po\\'er or insight forms 
the basis of the idea for the main power unit. That Poia can then build a 
life UJX)n his achieved insight, is an idea represented by rnrious modules 
that can be built up around the main pO\\·er unit. It is from thi s legend 
and its symboli c structure that the name of 'Poia' is chosen fo r the 
system. 
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Poia's achievement in bridging with the Sun and learning of the Sun 

Dance is symbolized in the removal of his scar, in his new clothes and 

weapons. Within the Blackfoot Nation other significant achievements 

and visions are symbolized in Medicine Bundles. These Bundles are 

parfleches (leather bags) that are used to house religious icons. Owners 

of the Bundles are believed to hold the power symbolized within. Such 

icons could include Iniskims, paint and pipes. 

It is in the spirit of such significant events symbolized in Medicine 

Bundles that the Poia Camping Bundles have been developed. The Poia 

Camping Bundles are not intended as technological Medicine Bundles, 

rather, they are intended as bundles that address the signficant events of 

a camping journey. There are bundles that address work and general 

camping tasks, that address carrying and storage, that address food 

storage and preparation, and that address sleeping and shelter. These 

bundles are designed to fit North American full-size pickups. They are 

made from blow molded HDPE, a material and process that \\·ould 

facilitate easy assembly and distribution from a potential Nati\·e 

manufacturer (for a complete description of production methcds and 

materials, see Appendix E). The Poia Camping Bundles are described 

in detail below. 
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Fig. 4' 1 The Poi a Cam ping Bundles . 
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Fig. 4· 2 Exploded view of the Poia Camping Bundles . 
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Fig. 4°3 Schemantic layout of the Bundles. 
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"The heart of each dwelling is a glowing fire made sacred by its life 
giving quality. Without it, the dwelling is incomplete. The fire in each 
dwelling is the heartbeat of the nations made visible, burning down to 

embers and exploding into bright flames again. From these most 
ancient dwellings and sacred fires, everything began. Light and life 
emanated from fire. "68 

Although it is not fire, it is with the energy stored in the pmver bundle 
that makes it the heart of this camping system. It can contain propane 
tanks to fuel a stove, it has electric batteries to power electric tools and 
/or it can store an air compressor and tank to drive pneumatic tools. It is 
indeed the power at the heart of these modular bundles. It also features: 

- access to power utilities through easi ly reached side panels; 
- storage trays for tools; 
- removeable, hinged lids. 

"Then said the Sun: 'What one of all animals is smartest? The ra-1:en is, 

for he always finds food. He is never hungry. Which one of all 
animals is most Nat-o'-ye [of the Sun}? 17le buffalo is. Of all animals, 

I like him best. He is for the people. He is your f ood and your 
shelter. "69 

The food storage bundles are two large boxes that fi t in place of the 
removeable lids on the power unit. They can be made to store and cool 
water, to keep food cool and they can be used for dry storage. A small 
heat exchange chip allmvs for refrigeration. It can be po\vercd by the 
electric batteri es in the power bundle. 
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Fig. 4A Top : Power Bundle with Food s·cr2ge units 
mounted. 

Bottom: Power Bundle alone . 

61 



Fig. 4°5 Side access panel for the Power Bundle 
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"It is our priests who conduct rites and ceremonies to make rangible the 
spiritual realm for all to see. I7iey care for our most cherislied material 
possessions -- the sacred bundles that contain objects endowed with 
inherent powers. The bundles are spiritual beings. I7zey are alive. 

Our priests dedicate their lives to caring for these sacred bundles and in 
return, the bundles give back life and meaning to our existence. 1170 

There are two types of storage bundles in the Poia system. They 

include one that is a long storage oox designed to fit over the wheel 

wells in the back of the pick.7.lp. The other is simply a box, which can 

be stored in the pickup up to six uni ts. These ooxes are intended to 

store tools or for camping gear. They are lockable and can be fixed to 

each other with an interlocking part. Their lids are removeable to enable 

the 'sleeper' to be mounted. They can then be stored within the sleeper. 

A custom stove, table and tripod stools are available to be stored within 

the longer box. 

These boxes are of standard sizes and can be made to fit snugly into any 
one of the North American, full size pick.7.lps with the addition of 

plasticized PVC bumpers. 
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Fig. 4, 6 Standard Storage Bundle. 
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Fig. 4° 7 Wheel Well Storage Bundle . 
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Fig. 4°8 Storage Bundles'\ bumpers and mounting track . 
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Fig. 4,9 Stove and Table Accessories. 

67 



11 
I I 
I I 
11 
I I 

\ i 

'· 

I 

---0 20 40 60 

Fig. 4., 1 O Top: Typical section th rough box lid. 

Bottom: Top view of box lip detail. 
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"I do ,wt live witlwut beauty. For beauty circulates throughout tlze 
cosmos and it is life. My world is created of symbols through which I 
come to beauty. 

My dwellings are round, representing the universal circle of the 
natiollS' community. Our ancient dwellings are of earth, water, stone, 
wood, bark and hide. I construct them as my ancestors did before me, 
with regard for the four directions, the rising sun, landmarks, tribal 
migrations, or in relatiollShip to immediate kin, clans, and bands. "7 I 

The design of the sleeper, which includes a tent and mattresses, poses 

the interesting problem of how to resolve the rectangle of the pickup 

box with the traditional circle of the tipi. In part, this is achieved with a 

curvalinear tent structure that can be assembled on the back of the 

pick-up. Further, it is a circle of activity that is seen and accommodated 

for with a lean-to coYer that extends beyond the pick-up, sheltering the 

area immediately adjacent to the pick-up. 

The sleeper is stored on top of the storage boxes, in place of the 

removeable lids. In turn, the lids are stored within the sleeper. In the 

sleeper are stored mattresses and a tent enclosure/ cover. The sleeper 

consists of two hard shells that are hinged. It unfolds to cover the back 

of the pickup bed. The tent enclosure (that cm·ers this bed) consists of 

two parts, an enclosure covers the sleeping area as a tent, while another 

acts as a tent Oy for the enclosure and can be unfurled to provide a lean-

to like cover for the area beside the truck. The tent fly would be made 

of a coated ripstop material for waterproofing, while the tent itself 

would be made of more breathable, non-coated material . The Oy C3.I1 

provide shade, or shelter from the rain. In high winds the lean-to part 

can be rolled up and stored alongside the tent. Potentially, the tent 

enclosure could be coloured black (representing night use) \Vhile the 

lean-to could be coloured red (representing day use) , or coloured to 
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match the truck's colour. The tent can be structured using aluminium 
poles or it could be a double-walled tent that is filled with compressed 

air to give it form. 

---- ! I--- -0 200 400 600 

Fig. 4., 11 The Sleeper Bundle (closed). 
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Fig . 4 12 Sleeper Bundle unfolded showing lid storage. 
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Tent stored under th is lid. 

Fig. 4° 13 Sleeper Bund le showing tent sto rage . 

72 



I 
\ 
\ 

,-- - - - - 7 I 

: I I 
I 1-- --
1 ,, .,--; ' ... __ 

I 
I ,-- - - - _I 
I I I ;-; ~) I ,,... --·· I I I·~;- _ 
I I I 
I I 

----

t> 

\ 
\ 
\ 
l 
I 

Fig. 4 .. 14 Typical Poi2 camp layout. 
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Fig. 4-15 Poia tent unfurled for camping . 
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"It is through my symbols of myself and my world that I am known. It 
is through these ancient symbols that I was born. You may see my 
ancestors in the dawn, as I see them everywhere. They call me to them 
and as their child, I go forth to beauty." 72 

It is the fullness of the modem world that sometimes gets in our way. It 

blocks our view. It prevents us from seeing in the widest possible 
sense. It sometimes prevents us from seeing beauty. 

To evade such fullness this industrial design MDP took a different path. 

Through an examination of the artifacts of the Head-Smashed-In-
Buff alo-Jump an alternative attitude and perception of artifacts and 

objects is revealed. For the users of the jump, the natural world is seen 

as a divine source of the materials of everyday life. The natural world is 

seen as the context of life. The artifacts of the Buffalo Jump reflect this 
particular vision in concert with their function or utility. The vision is 
never separate from an object's utility. Through these artifacts, this 
vision exists in everyday life. 

It is the context of the natural world, the physical \\'Orld, that is 
articulated by Heidegger. Objects and technology can provide that 

instance where an individual comes to know their self a little more. 
Objects and technology are that interface through \\·hich humanity 

interacts with the physical world. It is the potential of objects to 
augment an individual's self a\vareness within the physical world that 

the profession of industrial design addresses in the creation and design 

of objects. This imposes a responsibility upon the profession to be 
aware of hmv people are, of how people do things in a great variety of 
ways. To be aware of what people value in their use of objects. To see 

in the widest possible sense requires an attitude or ,.nvareness. Such 
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awareness can then be applied wisely in the evaluation and definition of 
design problems. 

It is with an alternative awareness of values that the design project of 

this MDP was pursued. This awareness was enhanced through the use 

of an ancient Plains Indian narrative. The symbolic structure of this 

narrative served to articulate crucial design decisions made in the design 

process. The narrative also reiterates the values identified as part of the 

world of the Buffalo Jump. In this way this MDP comes full circle, it 

comes back to an understanding of the artifacts of the Head-Smashed-
In-Buffalo-Jump, just as Poia eventually returned to his people. 
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This MDP began in the absense of a specific design project. To aid in the 
choice of a potential design project a list of possible products was compiled. 

On the basis of relative function, ancient Native artifacts are (generally) 
matched with possible contemporary counter parts. 

Artifacts of Native origin 

Food Processing 

stone mallets 
stone knives 
buffalo horn spoons 
hide boiling pits 
baskets 
ceranucs 
drying racks 
cooking fires 

Weapons 

atlatl lance and launcher 
bow and arrow 
spear or lance 
axe 
mallet 
knives 

Clothing / Bags 

hide shirts 
cloaks 
leather pants 
loincloths 
dresses 
headdress 
mittens and gauntlets 
moccassins and mukluks 
camouflage skins 
belts 

Possible manufactured 
counter parts 

cookware (pots and pans) 
cutlery (for home or camping) 
tableware 
other ceramics 
oven, or stove 
microwave ovens 
a variety of kitchen implements 
camp stoves 
food processors 

archery longbow 
crossbow (where legal) 
hunting rifles 
hunting shotguns 
target/sport rifles and pistols 
slingshot 
hunting and fishing knives 

leather clothing 
winter \Vear 
hunting clothing 
sport clothing 
ski wear 
X-country wear 
climbing 
campin \vcar, etc. 
traditional clothing (souvenirs) 

belts 
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assorted hide bags 
medicine bundles 
parl1eches 

Shelters 

various tipis 
sweat lodge 
hearth 

Transportation 

dog with travois 
horse with travois 
riding gear 
horse blankets 
parl1eche bundles 
cradles 

Tools 

arrow wrenches 
pots/painting stones 
stone drill points 
scrapers 
horn holders for fire embers 
mallets/hammers 
implements 
axes 
knives/cutting implements 

Ceremonial 

staffs/spears 
medicine bundles 
rattles 
costumes 
flags 
pipes 
winter count hides 
other banners 
games 

assorted satchels, packs, bags, 
briefcases, school bags, purses 

freestanding tents 
tent campers 
hard top campers 
various campers and trailers 
mobile homes 
pre-fab housing 
housing in general 

saddle and riding gear 
horse blankets 
bicycles 
motorbikes I A TC's 
campers/ trailers 
automobiles 
pickups 
suitcases and packs 

socket \vrenches and other hand shell 
tools 
power tools 
camping tools 
climbing tools 
artists' implements: eg brushes, drawing 
pencils 
axes, chainsa\VS 
knives, cutting implements 

0a~s 
ms1grna 
banners and logos 
costumes 

posters 
pipes and smoking paraphernalia 

P.A. systems 
A/V recording equipment 
photographic equipment 
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The above list helps to identify a great range of possible products for design 
within the context of this :tvIDP. As research progressed into the nature of 
Native artifacts, it became apparent that the notion of journey played a 

significant role within Plains Indian culture, both past and present. 

Significant journeys are present in Native mythology, in the idea of a vision 
quest, in the nomadic lifestyle and in the contemporary pursuit of Pow 
Wows. It was therefore decided to pursue a project that addressed this 

particular notion of journey. The project chosen was that of a camper to fit 

full-size, North American-built, pickups. The camper is chosen because 

functionally it is used for journeying and it matches closely with the use of 
traditional Native dwellings, which provide an interesting precedent for study 

in the development of a contemporary camper. 

Initially, in the course of this MDP, there was some confusion as to the nature 

of this design project. That is, should the camper be designed for 

contemporary Native use or should it meet some other aim? It was then 

decided to design a camper for the larger North American pickup accessories 
market. The camper could then be designed with an awareness of Native 
culture as an inspiration. This product could then potentially be pursued as an 

economic development project within the Native community in Alberta. 
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Design Brief for the Design of a Camper 

"It is our prophets who give us new ideas and new hope. 11 73 

Background 

The Indians of the plains had an understanding of their world that is revealed 

in the phrase, "the spiritual and the commonplace are one. "74 Their artifacts 

reflect this immense relationship, as do their mythologies, their ceremonies 

and their rituals. 

Our objects act as our interface with the physical world, industrial design is 

one profession that addresses the creation of this interface. 

Problem Statement 

The two statements above, although disparate, are not mutually exclusive. 

The problem of this exercise is to pursue the design of a camper whereby 

these two statements c.an happily co-exist. The design should reflect an 

awareness of Plains Indian culture and an understanding of industrial design 

theory. 

The camper could potentially be developed as part of a NatiYe economic 

venture in Alberta. 

Requirements 

This design exercise is limited to the development of a concept design for a 
camper intended to fit full-size , North American pick.Lips. Requirements 

include: 
0 explore design opportunities 
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0 generate design mock ups 
0 prepare concept presentation boards 
0 prepare concept model( s) as required 

- develop product name. 

Constraints 

The constraints for this project include the following: 
0 the design must fit North American built full-size pickup trucks 
0 design for the North American adult market, including both 

females and males, and the typical physical constraints posed 
by that market 

Criteria 

The project should be evaluated by its ability to full y meet the constraints and 
by the design's ability to demonstrate a reasonable insight into the nature of 

Plains Indian artifacts and culture, and an educated awareness of industrial 

design theory. 

81 



. \~f!:p•· --::~- ,, ... ". - : .· .:.:~11_:.;;,· .· 
. . '?'.•·: ' .. . ,.-:'~ .· 

£[¥)[¥)[g~[Q)0~ ©~ u[X][g @[g®O@~ ~~@©~®® 

Moving from the design brief, each step in the design process represents an 
effort to articulate a given understanding of the design problem for that point 
in the process. Ideas for the camper at the initial stage present two directions 
in design development. One represents a proposal for a more traditional pop-
up camper with a lot of room for storage and to allow a family to go camping. 
The second version presents a more compact version, something intended for 

an individual or a couple to use. 

At this stage the idea for a power unit is first presented as an unique feature of 
the camper. It is intended as something that would stay with the truck to be 

used in a variety of ways and not just for camping. The camper itself is seen 
as being mounted as it is needed and not as a pennanent attachment to the 

truck. 

From this stage the idea of a power unit is maintained and it is decided that the 

compact version should be pursued in a modular fashion. 
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Fig. c~ 1 Design Study of a potential camper . 
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Initial design study of modular camper . 
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Fig. C0 3 The same camper as it would be on a campsite. 

85 



At a later milestone in the design development the mcxiular camper is 

presented in a manner more symbolic of the Native culture at the heart of this 

MDP. The camper is intended for an individual, a couple or for a young 

family to use. Modules are presented which can be quickly and easily loaded 

to augment the power unit In this way they are seen to better reflect the 

nomadic past of the Plains Indians in that the modules are more like the 

parfleches and bundles of that Indian past. In this way the camper can be 
easily prepared for travel, easily set up for camp and easily broken down, 

much in the same manner as Indian camps of history. At this stage the 

camper is presented in terms appropriate to this Native inspiration, using the 

idea of a Seeker or one who seeks knowledge and wisdom through contact 

with the spiritual world, an idea very much present in Indian culture. 

The final design (presented in chapter four), represents a greater resolution of 

the modular design. The modules are presented in a stage of greater 

refinement and the entire design is presented in a more articulate fashion 

through the device of an ancient Blackfoot narrative. In this way the design is 

more indicative of an understanding of the Native past as required in the 

design brief. The details of the design at this stage are more fully described in 

chapter four. 
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Fig. C0 4 Boards 1 & 2 of interim presentat ion. 
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Fig. C-5 Board 3 of interim presentat ion . 
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Fig. C~G Board 4 of interim presentation . 
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Fig. C0 7 Board 5 of interim presentation . (Documentation of final 
presentation boards forthcoming). 
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Part of understanding the value of a given design project is an understanding 

of its place in the market. Hence an initial understanding of the market is 

undertaken here. Its goal is to see if there is potential for such a camper as the 

Poia in the marketplace. 

To begin, an understanding of the pickup market is offered: 

Overall truck sales have been growing this decade from 207,CXX) in 

1982 to 509,000 in 1988, occupying 33% of the vehicle market. 

In Alberta this percentage is larger, occupying 52% of the market. 

In 1985, 37% of the truck market consisted of pickups, it appears 

that this may be currently levelling off at 35%. 

Of this percentage of pick.Lips, domestic manufactures appear to 

dominate, occupying 90% of the market (Ford and GM are the 

largest each en com passing 40% of this). 

In Alberta, 18% of all vehicle sales are pickups with 54% 

registered for personal use and the rest for commercial use. 75 

It is interesting to note that with increasing truck sales the number of 

commercial registrations have remained constant pointing to increased 

personal use and as people like to personalize their vehicle, an increasing 

accessories market can be inf erred. 

Currently there are a variety of accessory products for the pickup market. 

These include a variety of appearance products such as ground effects kits, 

through to partial and full canopies, to pickup caps, to tool boxes and tarps. 
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I Specifically, for camping there are a variety of campers that can be mounted 
on pick.7.lps. These can be priced out approximatley as follows: 

canopies: 
caps: 
tarps: 
pop-up tent campers 
full campers 

$800 to $1 1.50 
$650 to $1295 
$130 

$6800 to $10 000 
$15 000 to $18 000 

It appears that there is a potential market for the Poia that fits in between the 
tool box market and the smaller pop-up tent camper market, both in terms of 
function and price. At this point it is anticipated that the Poia would cost 
approximately $4000 with all accessories. This estimate is based on an 
approximate cost of $2000 for the plastic molded parts and then the fitted 
parts such as propane tanks, table, stove, fridge compressor, etc. would 
constitute the remaining $2000. 

The Poia would off er a lower price for the flexibility of tool boxes coupled 
with the utility of the pop-up tent camper. Further the Poia is designed so that 
it can be purchased as units are required, it would not have to be purchased all 
at once. Therefore it could be built up around the power unit as the Dagshi p 
product for the entire line. 

With the design in place, appropriate market testing could then proceed 
through the evaluation of the retail market, specifically questionnaires or focus 
groups aimed at the outdoor recreational , leisure and camping retailers and 
renters. Potential markets would include sport hunters and fi hermen: 
couples or singles \vith outdoor recreational interests such as camping, 
hiking, outdoor photography, mountain biking, wind surfing, canoeing and 
kayaking; and the growing rental market that is increasingly catering to 
European visiters to North America. With the market studies in place further 
funding and other necessary support could be more readily ought. 
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If technology is to be truly beneficial, it must be understood with one's eyes 
open , or as Heidegger puts it 'seeing in the widest possible sense'. This 
means that if technology is to help it must be fully understood so that it is 
appropriately evlauated and used. The design of the Poia has been pursued 
with an understanding of certain potential production technologies which are 
described below: 

FRP 

Fibre reinforced plastic can be processed in a number of ways. These include 
the following: 

contact molding: layers of resin and woven glass fibre are laid up 

spray up: 

on a mold surf ace by and allowed to cure at room 
temperature; 

resin, chopped glass fibre, catalyst and an 
accelerator are fed into a mixing chamber 
located before the spray nozzle of a spray gun. 
An operator sprays up a mold and curing occurs 
again at room temperature; 

vacuum bag pressure after lay up (either by hand or spray up): a bag or 

autoclave cellophane or polyvinyl bag is held under 
vacuum or positive pressure (wi th either steam or 
air) to speed up the curing process. 

Advantages: 
0 easily coloured; 
CJ high quality gloss finish; 

CJ easily set up for production with relati\'ely lmver o,·erheaJ ; 
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0 excellent for molding larger objects such as containers and boat 

hulls. 

Disadvantages: 
0 higher rejection rate of parts; 
0 greater range in product quality due to the skill level of the operator; 

significant mold work would be required for the Poia design; 
0 further, FRP would require significantly more time for production 

due to the required labour time for either spray up or hand lay up 

methods, for curing time and for finishing work for the parts after 

cunng. 

Thermoforming 

This is a process whereby a plastic sheet is heated up and formed under 

vacuum or positive air pressure about mold. For a product such as the Poia 

the most appropriate plastic would include either ABS or an engineered resin 

known as polycarbonate. There are a great variety of molding technologies 

available, most are built around a vacuum system. To achieve a greater 

consistency in wall thickness and quality over deeper draws, systems exist 

that use both male and fem ale molds, billowing of the heated material coupled 

with a vacuum snap back capability. 

Advantages: 
0 no surf ace finishing \vork required after molding; 
0 surf ace can be textured or smooth ; 

a parts come complete from the contractor, ready for assembly by 

the manufacturer (ie. trimmed. holes cut, etc.) ; 
0 two vacuum forms can be m::ide as an outer and inner shells 

sand\viching foam reinforcing for greater structural strength. 

Disad\·antages: 
::, limited colour choice; 
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0 initial molds can be more cheaply made with wood, however this 

will increase with the production of aluminium or epoxy molds for 
higher production runs; 
0 higher assembly costs. 

Blow and Rotation Molding 

Blow molding is good for making a variety of hollow containers such as 
bottles and other smaller containers. Increasingly this method is being used 
for larger industrial products and containers such as gas tanks, tanks and 
hospital ware. This method involves the extrusion of a heated plastic tube 

called a parison. This parison is trapped or pinched between two aluminium 
mold halves. Through a hollow pin introduced into the mold, the parison is 
inflated to fill the mold halves, taking the shape of the mold as the plastic 
cures. Recent innovations with this technology allow for larger sizes, 
complex and asymmetrical shapes to be molded and cheaper mold costs by 
using such things as a zinc mold sprayed up over a silicon form . This 
technology is good for achieving accurate dimensions and precision molding 
for details. It can be used wi th any number of thermoplastics, though for the 
Poia design HDPE (high density polyethelene) is appropriate because of its 
excellent impact resistance, strength and its lo\\'er price. 

Rotation molding is a technology for molding large, hollow containers. 
Again it can be done with any thermosplastic though it would be most 
appropriate \\'ith HDPE for the Poia. The process consists of a frame that has 
the capability to be rotated about two a'\es. Mounted on this frame is a t\\'O 
part aluminium mold. The mold is loaded with beaded plastic and is then 
rotated and heated in an oven where the plastic then melts and takes the shape 
of the mold. 

Advantages: 
0 uniform wall thicknesses~ 

no size limit and few shape restrictions other than undercuts: 
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0 a sandwich structure can also be created by molding outer andinner 

shells and then filling the hollow with foam; 
0 highly corrosion resistant; 
0 parts again come complete from the sub-contractor, ready for 

assembly by the manufacturer; 

Disadvantages: 
0 mold costs are higher than those of vacuum forming or FRP; 
0 rougher finishes with rotation molding. 

Sheet Metal 

Another possible method is the fanning of heavy guage sheet metal . This 

includes braking (bending), punching and welding of the sheet metal in 

constructing metal boxes. 

Advantages: 
0 strong; 

::, good construction quality; 

::i good finish quality. 

Disadvantages: 
::, requires extensive finishing \vork; 

::, process is more labour intensiYe because of fabrication and 

finishing and is thus costly; 
0 boxes would be significantly heavier than plastic and thus 

awbvard for smaller and weaker adults to manipulate and carry ; 
0 subject to corrosion over time. 

Finally, any of the above stated production technologies have the potential to 

be used in combination, such as the pairing of a metal box \\·ith blow molded 

lid and side walls. 



Selected Fabrication Method 

As of this point in time blow molded HDPE is selected for the following 
reasons: 

HDPE is highly durable, chemically resistant, food safe, cost 
effective and highly impact resistant; 

blow molding is good for dimensional accuracy, precision accuracy, 
cheaper molds than more expensive plastic 
methods such as injection molding; 

parts anive complete from sub-contractor; 
lightweight product is easily manipulated and carried; 
shorter production time and lower labour costs compared to FRP 

thus justifying increased mold costs; 
higher quality finish compared with rotation molding, although 

rotation molding would be an appropriate second 
choice. 
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The design given as part of this ~p represents a design that has been taken 
as far as concept design proposals. Further design work would entail the 
sourcing of parts and components manufacturers, the production of working 
drawings and greater detail design to obtain pricing information, the pursuit of 
.contract production and then assembly towards the first prototype. Evaluation 
according to the constraints of human factors concerns, security concerns, 
design concerns, manufacturing concerns and costs, and marketing concerns 
would be continuous throughout this later process. The further pursuit of this 
project would hinge upon an interested source of outside funding and the 
ability to ensure the appropriate market studies, legal and financial support. 

If'\ If'\ 



"The heart of each dwelling is a glowing fire made sacred by its life giving 
quality. Without it, the dwelling is incomplete. The fire in each dwelling is 
the heartbeat of the nations made visible, burning down to embers and 
exploding into bright flames again. From these most ancient dwellings and 
sacred fires, everything began. Light and life emanated from fire." 76 

The design of the Poia camper has been pursued with an understanding of 
Indian dwellings. Indian dwellings reflect their spiritual attitudes towards 
creation and also a keen awareness of utility. Again with their dwellings, the 
spiritual and the commonplace are one. What follows is a brief description of 
some typical Blackfoot dwellings. 

THE HUNDRED-WILLOW SWEATHOUSE 

The hundred-willow sweathouse is an important part of the Sun Dance 
ceremony. The Sun Dance is perhaps the most prominent ceremony in 
Blackfoot culture. It is a ceremony of hommage to the powers attributed to 

the Sun, most specifically, the powers of health and healing. The ceremony 
traditionally occurs in mid summer and often involves many lesser rites and 
ceremonies. The ceremony takes place during seven to ten days, culminating 
in the dances and rites in the Sun Dance or Medicine Lodge. 

It occurs when a woman of the tribe pledges to the Sun that she will sponsor 
the Sun Dance. This vow is taken in gratitiude for the Sun's power in the 
healing and continued health of one's family and people. This woman then 
becomes the central figure in the Sun Dance and is known as the Holy 
Woman. Her vow to the Sun is a request for Natoas. During the first four 
days of the ceremony the Holy Woman undertakes a fast. During this fast the 
Natoas bundle is transferred to the Holy Woman from the Holy Woman of the 

previous year. Concurrent with this fast, other ceremonies are conducted by 
the woman's husband and other tribal men's societies. The process of the 



Sun Dance ceremony moves both spatially and temporally closer to the site of 

the Sun Dance. As the ceremony progresses towards this final site, it is 

marked with the construction of hundred-willow sweathouses (on a daily 
basis) and the ceremonies that occur within them. 

The hundred-willow sweathouse and the Sun Dance are said to have 

originated mythologically, in the story of Scarface or Poia. Poia, with his 
return from the lodge of the Sun, brought with him the instructions for the 
Sun Dance and the proper way to worship the healing powers of the Sun. 

Within these instructrions the construction of a hundred-willow sweathouse 

was outlined. Poia was told that the people should build a," sweat house of a 
hundred sticks. It shall be like the sky [a hemisphere], and half of it shall be 

painted red. That is me (the Sun). The other half you will paint black. That 
is the night. ,,77 Wissler has documented the construction of a hundred-

willow sweathouse more precisely.78 Generally, one hundred willows are 

driven into the ground in the pattern of an oval. The tops of these willows are 
bent over and interlocked Openings are framed in at both the eastern and 

western ends of the structure. The willows are painted one half red and the 
other black. A buffalo skull is prepared by painting it with red and black 
dots, it is eventually mounted on top of the structure facing east At its center 

a pit is dug where the hot stones of the sweat ceremony will be placed. The 

structure is finally covered with robes thrown over it. The sweathouse 

represents the manifestation of the Sun's power here on earth to the 
Blackfoot. The Sun Dance provides the ceremonial framework for the 

construction of this important structure. 

THE SWEATHOUSE OR SWEAT LODGE 

Outside of the Sun Dance ceremony sweathouses are regularly constructed for 

spiritual and medicinal purposes as well as for cleansing. The health benefits 

of such a sauna or steam bath are belie,·ed to be closely tied to the Sun's 

power. A typical sweathouse is constructed from twelve to fourteen willow 
branches, framed in the shape of a dome. An entrance is provided for, facing 
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east. A pit is dug in the center where white hot rocks heated over a fire are to 

be placed. The domed frame is covered with old hides or more commonly 

today, with old blankets or canvas. A typical sweat is pursued with 

ceremonies or rituals that vary between tribes. Such a ceremony can last from 

forty-five minutes to two hours. After such a sweat one goes for a swim in a 

nearby lake or river, or rinses off with buckets of cold water. 

THE TIPI 

The tipi is the typical dwelling of the Plains Indians. It is a simple yet a 

sophisticated structure. It is a slightly canted cone in form, which enhances 

its ability to chimney smoke out from the open fire at its heart. Structurally, it 

consists of a number of long wooden poles positioned in the crotch of either a 

three pole or four pole main structure (the Blackfoot use a four pole 

structure) . These poles must be positioned correctly to enable the tipi to act as 

a chimney and to enable the covering to be tightly drawn and secured over this 

wooden structure. The structure is covered with a tanned hide covering or 

more often today, with a canvas covering. At the top of the cone one will find 

two ear flaps that are used to control ventillation. Blackfoot ti pis are set up 

with their entrances facing east and with the cone canting in towards the 

prevailing westerly winds. A tipi is often comfortably furnished with back-

rests, bed rolls and parfleche bundles for storage. These are of ten arranged in 

a circular fashion about the central fire. 

Tipis can be quickly broken down for travel and the tipi poles can be used as 

the structure for a travois, a device used to carry positions and people when a 

band is moving. This consists of two poles extending off of the back of a 

pack animal ( often in the last few hundred years, a horse and before that, a 

dog) and with a basket or a length of hide spanning between the poles where 

p<)Cessions are placed. 
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