





My point is not that we should recreate more types of mezuzahs, co-opt its function, or to
challenge religion at large. However, given the depth and meaningfulness of even the
smallest acts of ritual, the same shift of scale can translate to small forms of sacred. When
thinking about how a small act like saying a prayer by touching a mezuzah, it reminds us
of that vast potential in our everyday things. I also believe, and remind myself in my own
practice, that the notion of sacred is constructed by us. Sacred objects are kept sacred by
us, wishbones continue to be broken by us, just like we also we make a new version of the
iPod next year. Just as we are constantly creating and evolving rituals, we may also evolve

our sacred objects, especially that which is in our personal everyday experience.
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Sketches & Prototypes

While rituals may gain potency from the routine it breaks away from, not everything can
be sacred. Though, we can still dramatically widen our view of our objects, their timelines,
and how we choose to experience them. I’ve enjoyed coming to know people who have
designed their own rituals with objects. For example, I met a social worker who journals
her burdens from a day’s work only to disintegrate the journal’s papers in a water tank
which would later hydrate her garden. For her, this ritual is a tool to preserve her personal
life and sustain her career. I also met a young man who every week lights a candle and
pours a glass of water for his deceased mother. This ritual invention is his mourning
process which honors his mother and keeps her in his mind and heart. I even think of my
own mother, who constantly references the date she almost died in a car accident. The date
has found its way onto notes to herself and passwords, and act as renewed affirmation of
life. Like Confucius found himself reflected in each moment and interaction, we too can
step outside of the rote and design meaningful rituals with our objects “as if”” Steve Jobs
didn’t have to design it for us. Already fluent in the semiotic language of useful everyday
objects, designers can be tasked with unlatching from their corporate design agendas.
While I adamantly support DIY ideology and encourage anybody to make gifts for the
future, develop rituals, and invent sacred objects for themselves, I believe designers can do

more to envision counterpoints to corporate values. Instead of only innovating in the
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marketplace, designers and makers can explore new concepts which take a longer view,

and consider a more holistic approach to creating objects.

While I approach these ideals in my own work, they continue to feel like just the beginning
of a journey, a niche, and even can become unwieldy in this greater context. The breadth of
my challenge to creatives also implies there is no one solution, product, designer, or body
of work that can present an answer on its own. Reacting to corporate consumption is not
new. It’s that these ideas simply need more research and development. My work rethinks
just a few moments in our everyday experience with this greater perspective of time, gifts,

and ritual.

Instruments of Ritual

My latest series, Instruments of Ritual, builds on the notion of designing objects for ritual
use. The work comes in a digital age where true ritual seems at an all-time low. Using the
language of vessels, the pieces offer an invitation to enter an alternate ritual space, and pull
you out of the rote. The ubiquitous pod-like forms are design sketches and prototypes
assigned to tasks which are often overlooked, or yet to be discovered. The vessels are an
ongoing response to how objects comes our aid in difficult times of loss, how we count and
mark time, how we stow away our personal sacred things, or how a thing becomes
ancestral. The series seeks to widen the spectrum of object design through the use of

everyday ritual.
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Jeremy Zietz - Instruments of Ritual, 2016

Untitled (Calendar) 100 Year Ark Untitled (Wrap)

The nine vessels each show their own “value fictions” and “as-if” rituals. As an

installation, the individual fictions cross-pollinate and allow the viewer to imagine and
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compile unique uses or rituals. While some pieces are explicitly containers, others hang as
surfaces to mark upon. Untitled (Candle) is suspended with an unlit candle and kindling
trapped in its open lantern form. The candle intends to exploit the entire wooden structure
and sits with potential ritual energy. Untitled (Burned) lies nearby already having been
through an unknown transformation by fire. Also in metal, Untitled (Wrap) looms as an
imprint of its original form no longer with us. Untitled (Match) shows the same form but
split into two perfect halves. A nod to process, the halves are stitched together by a string
with a match knotted to its far end. The match stands as an invitation to say goodbye to the
vessel and its contents with the perfect fire. Untitled (Vessel) stands out as the only piece in
the series with a distinct lid to its vessel. The lid is kept in place by a network of glass
scaffolding which seals the container. The vessel’s contents are protected by its
preciousness, though this unique time capsule requires no special tool to break and enter

when the time is right.
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Untitled (Vessel)

Untitled (Burned)
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Untitled (Candle)

Also a sealed vessel, the /00 Year Ark anchors the series. Pivoting from the pod-like form,
the cabinet’s face frames 100 years using the rings of a tree a natural ruler and a holly inlay
which weaves through its timeline. 100 years stands in as a lifetime, and therefore
transforms the cabinet into a body and poses its future as an ancestral piece. As a wall
cabinet, /100 Year Ark pulls the entire series toward the everyday and into the home. It is
furniture. It hopes to make the larger series more relatable, and invites the viewer to
broaden their idea and usage of furniture. Each piece suggests a use that transforms it, as if

it were customized for a specific need.

The rituals embedded in the series assume their own alternate values, and therefore employ

their own value fictions. They’re set in a alternate “as-if” space where the corporation has
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no place or interest. The space is where the object’s user takes the long view to honor a
moment in time, creates a specific ritual to deal with a hardship, or makes a gift for

someone they’ll never meet.

61



List of References

62



List of References

Morsiani, Paola, and Trevor Smith. Andrea Zittel: Critical Space. New Y ork: Prestel,
2005. Print

Lewis Hyde, The Gift: Imagination and the Erotic Life of Property, Vintage Books, New
York, 1983. Print

Marcel Mauss, The Gift: Forms and Functions of Exchange in Archaic Societies. Glencoe,
IL, Free Press, 1954. Print

Dunne, Anthony and Fiona Raby. Design Noir: The Secret Life of Electronic Objects.
London, Birkhauser, 2001. Print

Walker, Rob. Buying In: What We Buy and Who We Are. New Y ork, Random House,
2010. Print

Chua, Liana and Mark Elliot. Distributed Objects: Meaning and Mattering after Alfred
Gell. New York: Berghahn, 2013. Print

Frank, Thomas. One Market Under God: Extreme Capitalism, Market Populism, and the
End of Economic Democracy, New York, Anchor, 2001. Print

Puett, Michael and Christine Gross-Loh. The Path: What Chinese Philosophers Can Teach
Us About The Good Life. New York: Simon & Schuster, 2016. Print

Schuster, Carl and Edmund Carpenter. Patterns That Connect: Social Symbolism in
Ancient and Tribal Art. New York: Harry N. Abrams, Inc, 1996. Print

Sansi, Roger. Art, Anthropology and the Gift. New York: Bloomsbury, 2015. Print
Gell, Alfred. Art and Agency. Oxford: Clarendon, 1998. Print
IDEO. “Designs-On”. Designs-On. 2 May 2016. Web

63



Brown, Tim. Change By Design. New York: HarperBusiness, 2009. PRint

Toran, Noam. “Accessories For Lonely Men.” noamtoran.com. Web. 2 May 2016
MacWorld. “iPods Have 4 Year Life, Says Apple”. MacWorld.com, July 2006. Web
Jad Abumrad. “Beyond Time”. Radiolab, 24 July 2007. Web

Baughman, Melvin. “Woodland Owners’ Guide to Oak Management.” University of
Minnesota Extension, 2013. Web

Brillat-Savarin, Roland Barthes, and Michel Guibert. Physiologie Du Gotit. Paris:
Hermann, 1975. Print.

Strathern, Marilyn. The Gender of the Gift: Problems with Women and Problems with
Society in Melanesia. Berkeley: University of California, 1988. Print

64



VITA

As a product designer, strategist, and woodworker, Jeremy uniquely blends his
backgrounds to drive designs which explore intersections of handcraft and consumer

change.

While working at Continuum, a global innovation and design firm, and design firms alike,
Jeremy worked at the intersection of product strategy and design execution translating
abstract values to real product solutions. Jeremy is also classically trained in fine furniture
making, and has spent years in the relentless pursuit of craft excellence. From directing
The Naked Table Project workshops in sustainable table-making, to crafting one-off pieces
which reimagine user behavior in the home, Jeremy continues to scrutinize each piece’s
position in its life cycle, and in the life of its user. As a language, furniture continues to
offers a fertile platform for Jeremy’s work in cultivating valuable traditions to our social

fabrics, and our environment.

Jeremy has created award-winning designs and worked in a diverse range of industries -
from medical devices to consumer electronics, toys, furniture, athletic equipment,
packaging, and more. Jeremy has trained at places such as: The Ohio State University,

Continuum Innovation & Design, Vermont Woodworking School, ShackletonThomas
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furniture & pottery, the Center for Furniture Craftsmanship, and Virginia Commonwealth

University.
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