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ledare

utmaningen
igger mojligheterna

esign dr en kreativ arbetsprocess som startar i nuet men som samtidigt

handlar om morgondagen. Utgdngspunkten ir i sjilva verket framtidens

anvindare. Att arbeta med design kopplat till en destination — en stad,
ett samhille, en region, en landsinda, ett glasrike — handlar om att forma och
utveckla attraktiva platser som minniskor vill bo, leva och arbeta i eller girna vill
beséka. Nu och i framtiden.

Historien, de erfarenheter och den kunskap som finns samlade, kan ligga som
grund i en designprocess och ocksa hjilpa till i formuleringen av sidana behov som
dagens anvindare inte sjilva kan uttrycka.

Vi har under det gdngna aret arbetat med ett program som handlar om design
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och destination i Glasriket. Hur kan Glasriket utvecklas med hjilp av design? Vi
har rest runt i trakten, triffat kommunalpolitiker, invdnare och designstudenter. Eva-Karin Anderman
Vid ett lunchssamtal hiromdagen berittade en av designstudenterna att han inte
kint till s34 mycket om Glasriket, att han inte hade nigon relation till det. Men
han hade fatt se bilder och hort beriittelser fran forr i tiden; nir hyttorna var fulla
av folk och bruken var de stora arbetsgivarna. Hans syn hade plétsligt forandrats.
Bade den pa nuet och den pa framtiden.

Vi har ett gemensamt ansvar att visa for dagens unga vilken tradition, historia,
kompetens och erfarenhet som Glasriket och andra krisdrabbade omrdden bir pa.
Men vi har ocks3 ett ansvar att visa vilka fantastiska framtidsscenarier historien
kan bidra till. Visst, forindringar kan innebira att en stor arbetsgivare ersitts av
ménga sma. Eller att den kunskap, som igar anvindes for att tillverka bruksvaror
for hemmil;jo, bidrar till att utveckla och producera smart glas for offentliga
miljéer eller byggnation imorgon. I det hir numret kan du bland annat lisa om
hur Boras, som trots (eller kanske tack vare) stora strukturférindringar fortsatt
att vara en stad som pulserar av design, kreativitet och starka kopplingar till den
industri som fanns dir en ging. Fast nu i helt annan tappning.

I samband med uppdraget i Glasriket har SVID ocksa drivit en process,
liknande den vi genomfort for att ta fram den strategiska forsknings- och
innovationsagendan som vi berittade om i férra numret av Design Research
Journal. En av de metoder vi anvint ir att be manniskor vi triffat att fér en stund
kliva fem ar framat i tiden och beskriva en upplevelse de d4 haft i Glasriket. Att
sedan skriva ner den pé ett vykort adresserat till nigon de tycker om. Efter att
ha list alla vykort vi fick in ir jag full av tro pa Glasrikets framtid. Och att den
rymmer lysande historier virda att berittas, upplevas och skapas.

I utmaningarna ligger ocksa méjligheterna.

Eva-Karin Anderman, Programchef SVID
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Boras — en magnet for fler

an bara modeintresserade

Boras ar en starkt lysande destination pa den svenska designkartan just nu. Langtande blickar
riktas mot knallestaden mitt i Sjuhdradsbygden, som fér bara tjugo &r sedan befann sig i ned-
forsbacke och akut krislage. Hur vandes utvecklingen? Hur gick det till att bryta trenden och
godra den krympande textilindustrin till en resurs? Vad har Boras som inte andra har?

Det krivs inget storstadslige for att bli
erkind som en designintensiv ort. Det
ar Boris ett vitalt exempel pa. Dare-
mot behovs mycket annat. Kombina-
tionen entusiasm och beslutsamhet

ir formodligen nédvindigt i sam-
manhanget. Dessutom maste en rad
inblandade, niringsidkare, politiker
och personer knutna till olika institu-
tioner, kunna samarbeta. Samt ocksa
ha en historia att tillsammans bygga
vidare pa.

— For att forstd det som sker idag
mdste man titta bakdt. G4 tillbaka till
industrialismens barndom. Ja, annu
lingre, siger Jan Carlsson, utbildad
textilingenjoér med fyrtio r i branschen
och numera koordinator pa Textilhog-
skolan.

Det var handelsverksamhet som gjorde
Boris till traktens centralort. Redan
under 1500-talet drygade bonder ut
forsorjningen genom att vandra runt
och silja sitt hantverk. Senare ocksd
textilier som tillverkats hemma pa
garden. Vid mitten av 1800-talet star-
tade Sveriges forsta viveri just i Boras.
Textilndringen vixte och pa 1960-ta-
let arbetade tvd tredjedelar av alla
industriarbetare i Bords med textil och
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konfektion. Men utvecklingen vinde
och pa 70-talet gick det forsta flyttlas-
set med maskiner frin fabriker i Boras
till producenter utomlands. Jan
Carlsson sig textilkrisen pa nira hall.

— Konfektionsindustrin ir en
bra mitare pa ett lands ekonomiska
utvecklingsfas, en billig investering och
ett bra konkurrensmedel. Textilindu-
strin var vad linderna i tredje virlden
formadde starta allra foérst. Och Sveri-
ge var ett av de forsta linderna som var
villigt att offra den egna tillverkningen
for en billigare klidimport, konstate-
rar Jan Carlsson krasst.

— Jag minns hur en KF-kongress pa
70-talet i ett forsok att ridda textil-
branschen beslét att man skulle satsa
pa en basgarderob for folket. Det
blev faktiskt en succé. Jag jobbade pa
foretaget Lapidus da och vi levererade
250 000 plagg per ar under en tid, vis-
serligen var en del av dem tillverkade 1
Finland men i alla fall.

Men hur kom det sig dd att Bords
overlevde textilkrisen trots de da-
liga oddsen? Och att konkurrenten
Norrképing, som ocksi tidigt hade en
blomstrande textilindustri, forlorade
kampen?

— Business. Formdagan att gora
affirer. Bords hade satsat inte bara pa

tygtillverkning utan ocksa pa kon-
fektion och handel, vilket gjorde att
foretagen hir kunde leva vidare och
utvecklas trots att sjilva produktio-
nen lig p4 annan ort. Men bara det
forklarar ju inte varfor Bords blivit
designstaden framfér andra idag. For
att forklara det maste man se till yt-
terligare nigra faktorer. Framfor allt
behdvs tre viktiga komponenter for
att en plats ska utvecklas likt Boras,
menar Jan Carlsson.

Alltsa: Konsten att hantera produk-
tionen, kunskap om marknaden och
formdagan att gora affirer samt god
design, det vill siga medvetenhet om
kvalitet och uttryck. Medvetenheten
om det kulturhistoriska arvet (och
borasarnas kinsla av att bottna i det)
har gjort att de tva forsta villkoren
uppfyllts. Textilhogskolans utveckling
mot en kunskapsintensiv och trendig
hot spot har gjort att ocksa det tredje
fatt baring.

Om Textilhdgskolans utveckling fran
Textilinstitutets strikt yrkesinriktade
kurser till dagens designintensiva insti-
tution kan man lisa i den nyligen ut-
komna boken ”Kunskapens trddar”, en
tegelsten pa nistan 400 sidor i storfor-
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- VALKOMMEN TILL

TEXTILHOGSKOLAN

Textilhdgskolan vid Hogskolan i Boras

Den textila utbildningen i Boras startade 1866 med den
Tekniska Vafskolan. 1948 tillkom Textilinstitutet som blev en
egen institution vid Hogskolan i Boras 1982. Institutionen
forfogar dver en avancerad maskinpark, sysal, textiltryckeri,
maskinhallar for vavning samt trikéframstalining och har
dessutom fullstandiga forskarutbildningsrattigheter inom
textil och mode.

Vid skolan finns sju utbildningsprogram, fyra master
och tre magisterutbildningar. Totalt arbetar omkring
110 personer (2013) dagligen med undervisning, forsk-
ning och administration. Antalet heltidsstudenter &r cirka
1 000. Pa Textilhogskolan finns 12 professorer och cirka
30 forskarstuderande.

Textilhdgskolans Centrum for Textilforskning (CTF) har
i uppgift att frAmja nordisk textil- och moderelaterad

forskning med avsikten att "stéarka rollen som arena och infra-
struktur for forskning och konstnarligt utvecklingsarbete”.

Skolan har i partnerskap med olika aktdrer &ven utvecklat
ett kompetenscentrum, TIC, Textile Innovation & Competence
Center, for textilomradet. Skolan &r ocksa medlem i
hallbarhetsorganisationen Sustainable Apparel Coalition och
ar delaktig i mycket av det som sker inom Smart Textiles
(se separat ruta).

Fortfarande under 1900-talets sista &r ansags Textil-
hdgskolan enbart utbilda designer som var utpraglat
konfektionsanpassade. Idag syns det konstnarligt kreativa
betydligt oftare pa examensutstaliningarnas catwalk. Som till
exempel i oktober nar modestudenterna bestkte Shanghai
dar publiken fascinerandes av koncept, material och
konstruktionstekniker.
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mat. Dir poingteras inte minst forsk-
ningens betydelse. En viktig milstolpe
for de senaste drens utveckling sigs
vara ndr styrelsen for Bords hogskola,
som ju ir huvudman for Textilhogsko-
lan, 4r 2003 slog fast att textil skulle
vara ett av tvd framtida profilomraden.
Handlingsplanen for det sd kallade
“Plattform Design” handlade om hur
Textilhogskolan inom fem ar skulle
bli ”Europas ledande forsknings- och
utvecklingscentrum inom textil”.
Sedan 2001 hade d4 designbyran
FuturLab, med kontor i Bords, arrang-
erat evenemanget Future Design Days
dit bade kinda designteoretiker och
praktiker fran hela virlden bjéds in
som foreldsare och deltagare. Simonet-
ta Carbonaro var en av dem. Hon har
sedan fortsatt arbeta pa Textilhogsko-
lan som ldrare och professor i design
management. Och gjort Borés ytter-
ligare omtalat i och med tre interna-
tionella seminarier om hédllbarhet och
innovation (The Design of Prosperity)
som hon arrangerat hittills.

MEDIALT GENOMSLAG

Future Design Days fick ett enormt
medialt genomslag. Designintresserade
vallfirdade till Bords och arrange-
manget biddade for ett allt storre
designintresse bade bland traktens
politiker och inom niringslivet. Kjell
Berggren, vd pa fastighetsbolaget
Kanicos var en av de senare. Ar 2006
kopte han den gamla textilfabriken
Simonsland, centralt i staden.

— Jag sdg potentialen direkt. Sjilv-
klart skulle Textilhogskolan ligga hir.
Nira Stora Torget, nira Hogskolan
och Campus. Hir hade 600 minniskor
arbetat i manga ar. Hir skulle minst
600 jobba i framtiden ocks3. S jag
uppvaktade kommunen, presenterade
min vision och fick alla med pa no-
terna, berittar Kjell Berggren.

Att det stimmer framkommer
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bland annat av ett kommunalfullmik-
tigebeslut frdn 2007: ”Planprogram-
met for Simonsland ska géra omradet
i norra centrum, dir AB Svenskt
Konstsilke ir pa att vig att limna
sina lokaler, till en mangsidig miljo
for olika typer av verksamheter. Fler
entréer och strak ska 6ppna omradet
och gora det till en naturlig del av
stadskirnan, samtidigt som omradets
kulturhistoriska virden tas tillvara.”
Ndgra ir senare, i mars 2012, liser vi:
”Lokalférsérjningsnimnden har trif-
fat avtal om att hyra 20 000 kvadrat-
meter lokaler i Simonsland. En stor del
av denna yta, 8 000 kvadratmeter, ir
for Textilmuseet.”

Och dir star nu den fantastiska
fabriken Simonsland med sina ruffa
tegelviggar och sitt blankpolerade
betonggolv. Textilhogskolan har nyli-
gen flyttat in i de stora lokalerna. Hir

FOTO: LOTTA JONSON

hittar vi maskinsalar dir alla sorters

textil i Viirlden kan tillverkas; ingen Ovan: Anders Ekl6f, Mode Designs masterprogram, haller pa att sy upp sin examenskollektion.
Motstéende sida: Textilhdgskolan ligger numera i AB Svenskt Konstsilkes gamla fabrik mitt i Boras.
Nedan: Att skissa med tyg ar ett viktigt moment redan under forsta aret pa Textilhdgskolan.

praktisk textilkunskap ska behova

g4 forlorad. Strax intill maskinerna
finns ljusa undervisningslokaler for
teoretiska studier. Huset ir byggt dver
an Viskan, vilket gor utsikten fran de
olika vdningsplanen bdde dynamisk
och spinnande.

FLERA INSTITUTIONER PA PLATS
Textile Fashion Center ir det officiella
namnet pa hela kvarteret. I ena delen
av komplexet byggs nu Textilmuseet
upp for att inom kort aterinvigas. Hir
finns ocksd en rad andra textilintres-
senter, bland annat en inkubatorverk-
samhet och Smart Textiles som fitt
ett eget materialbibliotek/showroom
for kunder och besokare. Hir finns en
nyupprittad filial till Svenska Mode-
rddet. Samt Marketplace som ”skapar
infrastruktur for foretag, affirsmin
och samarbetspartners inom mode,
textil, tillbehor och relaterade bran-
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scher” enligt den egna definitionen.
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Som gridde pa moset organiserar
Bor4s stad numera ocksa en internatio-
nell skulpturbiennal vartannat &r. Den
forsta holls r 2008. D blev den nio

meter hoga Pinocchio en snackis. Idag
midste dven motstandare till brons-

statyn erkinna att den spitt pa ryktet
om staden som en kultur- och formin-

tresserad destination. Och det ir klart
att alla bilder med Lady Gaga kladd

i en chockrosa pilsjacka (designad av
Daniel Bendzovski, student vid Textil-

Smart Textiles

Smart Textiles ar en forskningsmilj¢ vid Hogskolan i Boras.
Sedan starten 2006 forekommer dar allt fran grundforskning
till prototypframtagning. Smart Textile finansieras till stora
delar av Vinnova.

Den forskning och utveckling som sker inom Smart
Textiles ar uppdelad mellan dels tillAmpad grundforskning,
dels kommersiellt och behovsstyrda utvecklingsprojekt. De
senare sker tillsammans med féretag och stottas da av forsk-
ningskompetens inom olika omraden efter behov.

TECHNOLOGY LAB (STTL) samlar den tekniska forskningen
inom Smart Textiles och verkar fér att en samlad miljé kring
forskare, doktorander och masterstudenter byggs upp. Det
hela sker i samverkan mellan Hogskolan i Boras (Textilndg-
skolan och Institutionen Ingenjérshogskolan), Swerea IVF, SP
Sveriges Tekniska Forskningsinstitut och Chalmers (Material-
och tillverkningsteknik, Polymera material och kompositer).
Inom STTL sker dessutom ett ndra samarbete med Chalmers
forskarskola Materialvetenskap nar det géller fragor kring
materialutveckling.

hogskolan) som kavlades ut i pressen i
augusti 2012 inte gjorde saken simre.

DESTINATIONSDESIGN
I etableringen av dagens Bords har
alltsd ordet design varit avgorande.
Det har i hog grad bidragit till att hoja
platsens attraktionskraft. Diremot har
begreppet destinationsdesign aldrig
behovt tillimpas hir. I fallet Bords
har snarare tillfilligheter och manga
entusiasters gemensamma god vilja
styrt upp historien. Andé kan Boris
std som forebild fo6r andra orter med
strukturella problem. Hir finns mycket
att lira — inte minst for designer och
designforskare som i framtiden kallas
in att arbeta med destinationer och
platser dir manniskor ska bo och leva.
Lotta Jonson

FOTO: LOTTA JONSON

| Smart Textiles Textila Materialbiblioteket finns tygprover, traddar och garner i de mest ovéntade material.

DESIGN LAB (STDL) organiserar i huvudsak forskning och
utbildning inom Smart Textiles vid Textilhdgskolan. STDL
samverkar externt i férsta hand direkt med féretag, organi-
sationer och kulturliv samt nationellt och internationellt med
en rad institutioner. STDL:s roll &r att genom experimentell
forskning visa pa designmajligheter i nya material och i ny
teknologi samt att systematiskt utveckla metodik och tekni-
ker for en férandrad textil designprofession.

Business Innovation
Smart Textiles Business Innovation har som malsattning
att driva och stimulera foretag till innovation och utveckling
och vill bli en naturlig samarbetspartner for naringslivet i det
strategiska arbetet med att utveckla morgondagens textila
produkter och textila material.

Smart Textiles Prototype Factory &r en samlad resurs for
forskare, innovatdrer, foretag och dvriga for utveckling av
prototyper och nya metoder inom omradet.
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Destinationsdesign:
Nya losningar for Glasriket

reportage

Glasriket ar en region i kris. Atminstone &r det vad nyhetsrapporteringen basunerat ut under

lang tid. Varningsklockorna har ringt lange utan att sd mycket hant. Nu har till och med hyttan
i Orrefors, Glasrikets flaggskepp, slackts ner. Dags att hitta nya vagar. Kan destinationsdesign
identifiera problembilder och visa pa nya l6sningar?

Klirr klirr... Pa tv-nyheterna rensas
lagren i Glasriket, hundratals féremal
kastas i en stor container och svensk
glasformgivnings grand old man Bertil
Vallien suckar tungt. Tragiskt, siger
han. Manga héller sikert med.

Glasriket blir aldrig som det en
gang var. P4 1960-talet till exempel
holl 40 glasbruk igdng och gav jobb at
nistan 5 000 personer. Ar 1980 hade
bruken minskat med hilften, 2010
arbetade totalt 425 personer i glas-
industrin. Nir Orrefors, det storsta
bruket, kopte Kosta (som tidigare gitt
ihop med Boda och Afors) blev nybil-
dade Orrefors Kosta Boda Glasrikets
flaggskepp. Det var 1989. Knappt tio
ar senare hade seglen borjat sloka och
alltsammans sildes till danska Royal
Copenhagen. 2005 koptes det tillbaka
av New Wave Group — en “tillvixt-
koncern som skapar, férvirvar och
utvecklar varumirken och produkter”,
enligt en egen presentation.

Minga menar att anledningen till
forvirvet var varumirket, inte sjilva
glastillverkningen. Nyligen fick det
sista tiotalet anstiillda g frin Orre-
fors. (Visserligen liggs designuppdrag
ut pi glasformgivare fortfarande, men
huvudkontoret ligger utanfér Gote-
borg och tillverkning sker utomlands.)

Av hela Kosta Boda Orrefors ir det
bara en del av Kostas konstglastillverk-
ning som lever kvar. Stillheten sinker
sig 6ver de forna s blomstrande
bruksorterna.

En byggd i kris alltsi. Men det
finns faktiskt en del positivt att siga
ocksd. For ndgra sma glasbruk hills
faktiskt fortfarande i gdng av enskilda
entusiaster.

Sjilva begreppet Glasriket ir for évrigt
en aning forvirrande. Ibland betecknar
ordet AB Glasriket, ett marknadsfs-
ringsbolag som till tre femtedelar dgs
av bruken i trakten och till tva femtede-
lar av fyra kommuner som tillsammans
ger ut bolagets trycksak med samma
namn, Glasriket.

Fortsittningsvis betyder Glasriket
dock det geografiska omrade som
utgors av just de fyra kommunerna be-
ligna mitt emellan Kalmar och Vixjo:
Emmaboda, Lessebo, Nybro och
Uppvidinge. Hir stir man infoér 6kad
arbetsloshet och risken att den bofasta
befolkningen flyr filtet — om ingen
formér forankra det historiska arvet
i nuet. Det gar inte att leva vidare pa
glaset lingre. Sirskilt inte om det fir
bli en nostalgisk spillra som dammas

av bara pd sommaren, nir turisterna
anlinder for att dta hyttsill. Glaset har
varit den viktigaste niringen hir i flera
hundra ir men idag behévs nya tag.

Just nu pagar ett omfattande
regeringsuppdrag (Det nya Glasriket
— samverkan, tradition, innovation)
som utreder omrddets framtid. Lins-
styrelsen i Kronobergslin haller i och
samordnar projektet men det engage-
rar ocksd Kalmar lin, Regionférbundet
Sodra Smaland och Regionférbundet
Kalmar Lin férutom berérda kom-
muner.

Alltsammans ska vara avslutat i
slutet av 2014 och férhoppningsvis
resultera i manga konstruktiva forslag.
Hittills har tva delrapporter kommit,
den senaste i1 viras. P4 webben (www.
glasrikeuppdraget.se) gir det att folja
arbetets gang — det hiander en hel del
faktiskt, inte minst inom det omrade
som numera kallas destinationsdesign.

Regeringsuppdragets forsta rap-
port lutade sig delvis pa en OECD-
rapport fran 2011. Med utgangspunkt
fran den valdes ett antal fokusomriaden
ut: lokal och regional ledning, milj6é
och energi, Glasriket — det levande
kulturarvet, besdksniringen, incita-
ment for utveckling samt forskning,
utveckling och utbildning.

Swedish Design Research Journal 213 9
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s  Region Skine P
& Kommee ] immiden inddudens deler oy Glascked? # Modell 8ver indelningar och aktérer
‘. ‘.' i Glasriket. Fran Sommardesign-
‘g. .p" kontorets slutrapport. Mer om

LOKAL OCH REGIONAL LEDNING
Eftersom Glasriket omfattar flera kom-
muner och ocksd griper éver tva lin
uppstar vissa problem vad ledning och
utveckling. Rapporten konstaterar att
det finns virden — kulturella, nirings-
livsmissiga och varumirkesmissiga

— som skulle kunna utvecklas mer
positivt om lokal och regional ledning
arbetar utifrin en gemensam bas. Som
det dr nu saknas ett tydligt ramverk for
samarbete och samverkan.

MILJO OCH ENERGI

Miljofragan har for Glasrikets del till
stor del handlat om behovet av sane-
ring av férorenade omrdden. Nu i host
har de fyra inblandade kommunerna
enats om att be Sveriges Geologiska

detta pa sidan 12.

Undersokning (SGU) leda saneringsar-
betet. P4 sa sitt kommer det att kunna
samordnas och koordineras, ett viktigt
framsteg.

DET LEVANDE KULTURARVET

De kulturella frigorna berér bade det
levande hantverket och det histo-
riska. De handlar om glaskonst och
glasdesign, om bade innovativt nytt
och om de gamla glassamlingarna,
bruken, kulturmiljéer som hyttor och
glasarbetarbostider. Genom att gora
alle detta littillgingligt for besokare
att uppleva och ta del av skulle ett
lokalt, nationellt och internationellt
intresse for Glasriket kunna byggas och
utvecklas, enligt rapporten. Regionen
skulle kunna fa en profil och identitet

Destinationsdesign

handlar om vad som far manniskor
att trivas och vad som far oss andra
att vilia besoka, arbeta eller bo i just
den specifika staden, regionen eller
pé den platsen. Inom destinations-
design anvands designprocesser
for att kartlagga majligheterna att
utveckla attraktiva regioner, platser
och miljéer for att leva, bygga,

bo, besoka eller arbeta i. For att
slutresultaten ska bli hallbara kréavs
ett genuint samarbete med inva-
narna samt ett samarbetsvilligt
naringsliv och politiker som ocksa vill
satsa pa tjanstedesign. En pionjar i
destinationsdesign-sammanhang ar
Jane Jacobs (1916-2006), se bilden.
Enligt Jacobs méste man tanka pa
invanarna nar man designar sam-
hallet. | boken

"Den amerikans-

ka storstadens

liv och forfall”

understrok hon | as

vikten av det

sociala kapitalet.

som bygger pa verkligt unika virden:
”Besoksniring och upplevelseindustri
kan utvecklas och 6vrigt niringsliv kan
etableras och utvecklas med affirsidéer
som bygger pa kulturarvet. Det kan
vara sdvil tjinsteféretag som produce-
rande foretag, storre eller mindre.”

Det ir viktigt att besdksniring och
upplevelseindustri dven riktar sig till
regionens invdnare, papekas i rappor-
ten som menar att just detta dven kan
ha betydelse for sjilvbilden.

BESOKSNARINGEN

Varumirket Glasriket ir idag en star-
kare foreteelse in vad omfattningen av
glasniringen ger grund for, konsta-
terar rapporten och menar att i det
finns ytterligare utvecklingspotential.
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Problemet ir att det inte finns ndgon
”central kontroll pd varumirket och
dess virdeutveckling”.

En annan stotesten ir infrastruktu-
ren. For att attrahera besokare, boende
och niringsliv ir méjligheterna att ta
sig till och frin regionen avgdrande.
Inget samarbete fér en gemensam
regional strategi forekommer mellan
det tvd nirmaste flygplatserna Sméland
Airport i Vixjo samt Kalmar Airport
utan de konkurrerar sinsemellan.

Ocksd buss- och jirnvigstrafiken
limnar mycket att 6nska. Det ir helt
enkelt svirt och tidskrivande att utan
bil ta sig till och frin Glasriket. For att
inte tala om mellan de olika orterna
inom regionen. Hir behévs en ut-
veckling och samordning av kollektiv-
trafiken bade 6ver linsgrinser och mel-
lan trafikslag sa att transporterna till
och fran underlittas for att stimulera

nyféretagande och nyinvesteringar.

INCITAMENT FOR UTVECKLING
Enligt rapporten finns behov i glasrike-
regionen att frimja nya idéer. For detta
skulle ett lokalt tillvixtcentrum kunna
skapas. S hir star det bland annat:
”Malgruppen for tillvixtcentret ska i
forsta hand vara idéer inom kreativa
och kulturella niringar. (---) Det lokala
tillvixtcentret i glasrikeregionen skulle
kunna fa en sirskild profil, genom att
nyttja design som verktyg for affirs-
utveckling. (---) Under senare tid har
arbete med design av tjinster blivit
vanligare. (---) I glasrikeregionen skulle
okad kunskap om design av tjinsterna
’besok’ och *upplevelse’ kunna fa stor
betydelse for att skapa béttre produk-
ter och 6ka konkurrenskraften. Aven
okad kunskap om vikten av design
management och om industri- och pro-

reportage

duktdesign kan fa stor betydelse.”
Betydelsen av hogre utbildning
samt forskning och utveckling har stor
betydelse om en bransch ska utveck-
las, menar utredarna. Glasimnet och
glasbranschen skulle ha stor nytta
av en liknande utveckling som den i
Boras (se sid 4). Varfor inte etablera
Kunskapsplatsen Glasriket? Dit ska
minniskor som séker glasrelaterad
kunskap i vilken disciplin som helst
kunna vinda sig — fran hela virlden.
Som det dr nu saknas ”ett brett
angreppssitt kring glas, dir forsk-
ningsfragor skulle kunna finnas inom
flera olika discipliner, till exempel
glasteknologi, konstvetenskap, design
management, konstnirligt utveck-
lingsarbete, konsumentvetenskap och
hallbar utveckling”.
Linnéuniversitetet och glasforsk-
ningsinstitutet Glafo i Vix;jo skulle

Nedan: Granhults Kyrka fran 1220-talet. Foto frdn 1906, Granhults Hembygdférening, Uppvidinge kommun. Kyrkan skulle kunna vara utgdngspunkten for ett framtida
landmarke enligt ett av Sommardesignkontorets koncept. Nedan t h: Aseda Jarnvagspark och dess “"kyrka” i strackmetall.
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gemensamt kunna sta for framtida
forskning inom glasomradet. Vidare
menar rapporten att en “forsknings-
satsning bor ha hogt satta mal som
leder till nya arbetssitt, tvirveten-
skapligt och i nya konstellationer” och
papekar att det sedan tidigare finns
forslag om ett internationellt utbild-
ningscentrum for glashantverk, lokali-
serat i Pukeberg, med den amerikanska
experimentella glasskolan Pilchuck
utanfor Seattle som forebild.

Utredningen Det nya Glasriket — sam-
verkan, tradition, innovation har som
synes redan bdde ringat in brister och
formulerat vissa idéer om Glasriket
och framtiden. Intresset for vad olika
typer av designexpertis skulle kunna
tillféra finns ocksa, det framgar av
skrivningarna.

SVID fick i bérjan av dret i uppdrag
fran Tillvixtverket att inom ramen for
deras glasrikesuppdrag inleda projekt
Destination Glasriket. Dirfor fick
arets ”sommardesignkontor” arbeta
kring ndgra specifika frigestillningar i
Glasriket.

Sommardesignkontoret 2013 i
Glasriket engagerade sex studenter
som studerar pa olika universitets- och
hogskoleutbildningar med anknyt-
ning till design: Daniel Hegestrand,
Fredrik Hellstrom, Mathias Holmberg,
Hanna Johansson, Ella Jdrlehag och
Erika Lindmark. Tillsammans spinner
deras kompetenser fran arkitektur och
landskapsarkitektur till industride-
sign, teknisk design och design med
inriktning pa barnkultur. Dag Holm-
gren, professor i Industriell Design vid
Tekniska Hogskolan i Jonkoping ledde
arbetet under de sju veckor det pagick.

Sammantaget arbetade studenterna
med fyra olika projekt vart och ett for-
mulerat av varsin av de fyra kommu-
nerna: Infarter Uppvidinge, Deltagan-
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deprocess Nybro, Identitet Lessebo och
Utemiljo Emmaboda.

Det forstnimnda, Infarter Uppvidinge,
handlade férutom att se pa bilvigarna
mot titorterna ocksd om att titta pa
parker och centrala platser som inte ut-
nyttjas till fullo idag — allt for att skapa
en bittre boendemiljé och ett generellt
bittre intryck av orterna.

I det slutgiltiga forslaget ingick
att uppritta landmirken med ut-
gangspunkt frin tva redan existerande
platser: ett outnyttjat gronomrade pa
fyra hektar mitt i Aseda, Aseda Jirn-
vagspark samt att markera ut Sveriges
idldsta trikyrka, Granhults Kyrka fran
1220-talet beligen tjugo minuter frin
Aseda och tio minuter frin Lenhovda.

For att forverkliga forslaget krivs
langsiktiga investeringar men somligt
gar att dstadkomma med hjilp av
enkla dtgirder som kan pabérjas nir
som helst. Viktigt i sammanhanget ir
sjalvklart att alla invinare ir med pa
resan.

Workshop med engagerade invénare i Lessebo kommun.

Brukarstyrda processer, si kall-
lad ”participatory design”, var for
ovrigt temat for att annat projekt. Om
resultat och tillvigagingssitt forklaras
utforligt i slutrapporten ”Destination
Glasriket — Sommardesignkontoret
Glasriket 2013”. For att destinations-
design 6verhuvudtaget ska ha nigon
framgdng krivs ju att alla i kommunen
uppfattar forindringarna som 6vervi-
gande positiva.

”Vad goér Lessebo unikt?” var den
overgripande frigan for det tredje
projektet med malet att formulera en
identitet, som forstirker och fortydli-
gar kommunen och de fyra orterna
Lessebo, Hovmantorp, Skruv och
Kosta bade for invanare och beso-
kare. Avsikten var dessutom att ge
inspiration till en framtida kommunal
utveckling.

Ett par workshops genomférdes
med bland annat kvinnor i ldern 30—
40 ar och efter det togs visionsbilder
fram for att ge en bild av de mojlighe-
ter som finns i Lessebo och uppmuntra
till idétinkande.




En karta éver kommunen fick il-
lustrera kommunens och orternas olika
identiteter. Kartan skulle kunna bli
underlag till en hemsida dir invinarna
involveras, enligt projektet.

De sju sommarveckornas arbete var
forstas bara borjan pa Identitet Les-
sebo. Hir krivs bide méinga fler enkla
Atgirder som att jobba fram en grafisk
profil men ocksd mer svartuggade
beslut som till exempel att samordna
kollektivtrafiken éver linsgrinsen.

Slutligen Utemiljé6 Emmaboda som
i mycket kom att handla om utemiljén
kring The Glass Factory och Boda
glasbruk i Boda. Alltsammans myn-
nade ut i ett konceptforslag om hur
omradet kan utvecklas for att bli en
hallbar miljé under ling tid dir métes-
platser for bade invdnare och besokare
skapas.

S4 hir heter det i slutredovis-
ningen: "Boda glasbruk ir idag en
konstnirlig och kreativ plats diven om
det inte mirks utdt. Diarfoér anvinde
vi oss av glas i en konstnirlig process
for att fa fram ett designférslag som
kan spegla ortens kreativitet.” Vad
det handlar om ir att anvinda sig av
metaforen ”sprucket glas” och bland
annat plantera olika typer av vixtlighet
for att tydliggora det. Fast det ricker
forstds inte. ”For att koppla ihop flera
omrdden inom Boda Glasbruk som
till exempel badplatsen, idrottsplatsen
och iven biblioteket skulle en design i
storre skala vara bra att arbeta vidare
med” heter det ocksa.

Bland de konklusioner som
designerginget pA Sommardesign-
kontoret 2013 gjorde efter avslutat
arbete finns féljande: ”For att skapa
ett sammanhallet Glasrike bor de fyra
kommunerna g ihop till en gemensam
region. De ménga olika uppdelningar
och grinser som finns idag motverkar
tydligheten och forutsittningarna for
samarbete parterna emellan. Att tinka

reportage
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Vissa férandringar kraver langre tid och mer genomgripande atgérder. Andra gar att verkstalla snabbt. Som
dessa atgarder for infarterna i Glasriket. Overst: Effektfulla illusioner skapas genom belysning.

Mitten: Genom gallring av skog dramatiseras omgivningarna kring infarterna. Langst ner: Samérighet kan
skapas om man malar infarterna. Allt enligt Sommardesignkontoret Glasriket.
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Glasskarvor har inspirerat till miljon
utanfér Boda glasbruk. En lekfull
plats som markerar orten och

The Glass Factorys kreativa verk-
samhet. Fr&n Sommardesignkontoret
Glasriket.

indtriktat och endast inom kommuner-
nas granser dr rent av skadligt for arbe-
tet om en sammanhallen bild om vad
Glasriket dr och ska vara i framtiden.”

De hoppas ocksa att slutrapporten
och det designtinkande den dterspeg-
lar ska kunna fungera som en verk-
tygslada for kommunernas framtida
arbete.

Att Glasriket har en stor potential
framgdr bide av den regeringspikal-
lade utredningen och av alla de intres-
santa designforslag som jobbades fram
inom Sommardesignkontoret Glasri-
ket. De flesta av dessa handlar inte om
glaset i sig.

MOT EN VITAL FRAMTID

Nir det giller glashantverkets framtid
gar det ind4 att rikta forhoppningar
mot det for tillfallet sa vitala glasmu-
seet, The Glass Factory, i Boda.

I slutet av oktober stod det klart att
Asa Jungnelius, glasdesigner och lektor
pa Konstfack, knyts till hyttan dir.
Meningen ir att hon ska vara med och
ett skapa forum foér bade nationella
och internationella glasprojekt med
mal att initiera och stimulera tvirve-
tenskapliga samarbeten. The Glass
Factory har pa sd sitt chans att bli ett
vitalt nav for det experimenterande
glaset framéver. Till detta kommer

att The Glass Factory i somras valdes
ut for delta i EU-projektet ”Glass is
tomorrow”, som ska undersoka glasets
framtid och utveckla dess méjligheter
att 6verleva. Enligt museichefen Maja

Heuer stir vi infor ett vitaliserande
paradigmskifte. Hoppas hon har ritt.
Lotta Jonson

14 Swedish Design Research Journal 2|13



Destinationsdesign — i storre och mindre skala
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Project for public spaces
Projekt for public spaces (PPS) ar

en icke vinstdrivande organisation
som grundades i New York 1975.

PPS hade aktivisten och kritikern av
arkitektur och stadsplanering Jane
Jacobs (1916-2006) som mentor.
Organisationen har haft uppdrag i &ver
fyrtio lander, aven i Sverige. Har har
PPS bland annat hallit kurser for sam-
hallsutvecklare och politiker om hur
man uppgraderar fastighetsbestandet.
Enligt PPS ar vi hér bra pé att formge
staden men samre pa att involvera det
omgivande samhallet.

PPS arbetar med platsutveckling
genom flera olika metoder. Att an-
vanda sig av det offentliga rummet &r
en viktig utgdngspunkt. Samt att man
hojer blicken och ser omgivningen.
Dessutom maste samhallet runt
omkring vara med i utvecklingen av
platsen. Ett av de stérsta hindren for
att vitalisera en plats &r om kommu-
nikationerna till och fran inte fungerar.
Eller om allt pa platsen &r anpassat
enbart for bilismen.

PPS anvander begreppet "lang-
samma omraden” och anser att
s&dana ar nodvandiga. Deras metoder
vad géller platsutveckling kan &ven
tilampas pa mindre orter. Oavsett
storleken ar det alltid viktigt att tillva-
rata den stolthet befolkningen kénner
for platsen. Den och tillhdrigheten kan
forstarkas genom att lyfta fram exem-
pelvis den lokala matkulturen.

Att utveckla en plats kraver ett le-
darskap som vagar starta en process
utan att veta vart processen leder.

Det kraver passionerade politiker och
ett samarbete mellan manniskor med
olika kunskapsomraden. Erfarenheter-
na visar ocksa att det basta ar utfora
férandringar gradvis, det vill saga med
mindre insatser &t gangen men snab-
bare och billigare. Enligt undersok-
ningar i USA ar den framsta orsaken

| PPS-projektet "Future in Transportation” star
Pioneer Courthouse Square, Portland, som férebild
eftersom det inte &r ett torg dar biltrafiken priorite-
rats som sé ofta annars i amerikanska samhaéllen.

till att manniskor flyttar inte jobbet utan
platsen — det &r den man flyttar till.

PPS anvander sig bland annat av
enkéter riktade till de boende. Fragorna
handlar om viljan att tilloringa tiden pa
platsen, om den ar tillganglig och om det
finns majligheter att utféra olika aktivi-
teter dar. En gatukorsning kan racka for
att skapa en bra plats. Det viktigaste ar
att utgé ifrdn den enskilda manniskans
kansla av tillhérighet.

Ett av PPS:s koncept nar det géller
processen att utveckla en plats kallas
"Power of 10” (namnet kommer fran
designerparet Charles och Ray Eames
berémda film fran 1977 som inleds av
bilder med ett par pa picknick. (Finns
pa www.youtube.com). Tanken bakom
"Power of 10” &r att det inte racker med
att ha bara en stor central plats i en
stadsdel utan att det behovs ett antal for
att skapa en verkligt levande ort.

| juni i Stockholm holl PPS i samar-
bete med UN-Habitat och Ax:son John-
sons stiftelse den férsta av tre konferen-
ser kring platsutveckling med avsikt att
samla dokumentation med mera till den
stora FN-konferensen Habitat Ill 2016
med tema "For a better urban future”.

Conny Olander

Mer info p& www.pps.org

reportage

Kolding — ett experiment

| danska Kolding finns ett osedvanligt
stort intresse for designfragor. "Design
ror sig om helt andra saker an bara ar-
kitektritade mobler och haute couture”
heter det officiellt. Kolding har inrattat
ett kommunalt designsekretariat som
dels ska se till att alla designinsatser
ska bli synliga och ge medborgarna
en overblick om framtida planer. Dels
ska det koordinera alla designinsatser
och sjésétta nya. | december 2012 an-
tog kommunen en designplan for hela
samhéllet: "Kolding — Vi designar livet.”
Visionen for 2012-2022 lyder: "Till-
sammans designar vi mojligheter

till ett battre liv genom féretagande,
social utveckling och utbildning.
Passionen att utforska och tillampa
design har gjort Kolding ként utom-
lands som en europeisk designstad
dar entreprendrskap, social utveckling
och utbildning i samspel skapar en
stolt tillvaxtkommun. (---) Vi utvecklar
kunskap baserad pa design. Kolding
ar en attraktiv plats att bo pa, dar
manga kan bli uppfinningsrika igang-
sattare inom de innovativa foretag och
sociala projekt som finns har.”

Tio malinriktade insatser utifran
flera olika vinklar ska sékra att
visionen uppnar sitt mal. Las mer
om dessa pa www.kolding.dk

Med en enkelt berattad tecknad film forklaras
begreppen design och designmetodik pa
kommunens webbplats.
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Kdping — ett praktikfall
Koping ligger i Vastmanland vid
Mélaren. Staden har omkring 20 000
invanare och en anrik historia men
star bland annat infér problem att fa
ungdomar att stanna kvar pa orten
efter skolan. Nagot maste alltsa goras
for att Koping ska bli en mer attraktiv
plats att bo pa. Som ett forsta (men
férhoppningsvis inte ett sista) steg i
den riktningen tackade kommunen ja
till att bli ett case i ett mindre student-
projekt, som en del av SVID:s program
Destination.

Under fyra veckor fick totalt 48
studenter (frén programmet "Ekonomi,
teknik och design” vid Sddertdrns
hégskola) studera orten lite mer
ingaende. Uppdelade pa tio grupper
vandrade studenterna runt i staden
under en dag och fick bland annat
traffa personer fran kommun och
naringsliv.

"Ekonomi, teknik och design” (Bu-
siness, Technology and Design) ar en
ekonomiutbildning dar eleverna ocksa
far en orientering i designomradets
grunder, bland annat inom amnena
Farg och form, Designmetodik och
Design Management.

Med hjalp av designmetoder skulle
de tio grupperna ta fram och visuali-
sera olika l6sningar for att géra staden
mer attraktiv. Resultatet blev inspire-
rande. En av Kopings karaktaristika ar
an som rinner genom staden liksom
nagra gamla kvarter i centrum. En
grupp hade tagit fasta pa det faktum
av stadens olika delar inte hanger
ihop. Med hjélp av fargmarkeringar
i gatan som indikerade olika gang-
strék fick stadskarnan en helt annan
och mer sammanhallen karaktar. En
annan grupp hade fokuserat pa att
de unga vuxna, som atervant hem for
att bilda familj, maste kunna trivas for
att stanna kvar. En nytdnkande och
centralt belagen lekplats blev fokus for
denna grupps koncept.

Andra hade foéreslagit promenader
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l&angs &n som rinner genom staden och
forstarkt dess attraktionskraft med hjalp
av belysning och vackra sittplatser.

— Tanken med denna typ av utbild-
ning ar inte att studenterna ska bl
designer. De blir ekonomer med en god
forstéelse for vardet av design, och jag
hoppas de kan finna roller som bestal-

Med enkla medel har
Michaela Bergman,
Bjorg Finnbogadottir,
Madeleine Klingstedt
Asplund, Minna Paavola
och Julia Svensson fére-
slagit metoder att férena
de olika stadsdelarna

i Képing och tydligt
visualiserat det hela.

lare och projektledare. Jag tror det har
varit bra for studenterna att se att design
inte bara handlar om snygga mabler,
klader och telefoner, utan lika garna kan
férandra upplevelsen av en plats, forkla-
rar Martin Sjéman, industridesigner och
handledare for just detta kursavsnitt.
Lotta Jonson



Fran avflyttning till inflyttning
"Dags att designa Norrbotten” kallades
ett projekt som Centek vid Lulea teknis-
ka universitet drev harom aret och som
leddes av Helena Jénsson. Projektet
bygger vidare pa det utbildningsprogram
"Turistanldaggningars form och funktion”
som funnits i ett antal &r men gar ett
steg langre. Har handlade det inte bara
om att hoja turiststatusen pa en ort eller
en kommun. Har handlade det i hdg
grad om att férhindra ytterligare utflytt-
ning, att fa de boende att inte ens tanka
tanken pa att ge sig darifran.
Representanter fran sex kommuner
deltog i Centek-projektet: Arjeplog, Gal-
livare, Haparanda, Jokkmokk, Pajala och

it
B restodgB It
—Kunskapens :__ ===

Jokkmokl -

|

Pited. Avsikten var att f& beslutsfattare
(kommun-, utvecklings och/eller nérings-
livschefer) med pa galoppen. Och i fors-
ta hand 6ka medvetenheten hos dem
om den fysiska miljon och ortens identi-
tet betyder for tillvaxten. | nasta led ska
lardomarna implementeras bland dvriga
tjadnsteman. Projektet kom att handla
om allt fran enkla atgérder, som att laga
trasiga och inaktuella skyltar, till att leta
djupt i den lokala historien och férséka
hitta tillbaka till rétterna. Varfor heter sa
mycket i Arjeplog nagot med silver? Dar-
for att déar en gang fanns en silvergruva.
| ett fortrangt kollektivt minne finns den
kvar; sjalvklart att aterknyta till det alltsa.
Och i Jokkmokk tog man sjalvklart fasta
péa det samiska.

Projektdeltagarna traffades vid nio
tillfallen (fran lunch enda dagen till lunch
nasta). Helena Jonsson holl i tradarna
med hjélp av arkitekten Mats Ohman
och industridesignern Olle Lundberg.
De holl férelasningar bland annat om hur
man med hjalp av designtankande kan
fa syn pa brister som ett hemmablint
6ga inte formar upptécka.

An s& lange &r det svart att beddma
de mera langtgaende resultaten av
"Dags att designa Norrbotten” men
Helena Jonsson ar optimist.

— Alla deltagare vet att det ar allvar;

Pajala,,

Chlllvare

Haparanda

Pitel

reportage

samtliga kommuner &r tvingade att
vanda avflyttningen till inflyttning. An-
nars har de ingen framtid. Efter det har
programmet vet samtliga deltagare att
det handlar om att satta anvandarna,
det vill sdga invanarna i fokus. Trivs
manniskorna pa en ort och kanner en
stolthet 6ver platsen har de ocksé for-
magan att locka dit andra, menar hon.
Lotta Jonson

T v: Sex kommuner i Norrbotten ingick i
destinationsprojektet.

Mitten: Smutsiga och inaktuella skyltar gor
platsen oattraktiv men hor till det som ar latt
att atgarda.

Ovan: Det gallde att hitta varje plats sjal.

| Jokkmokk fick det samiska spela huvudrollen.
Nedan: Projektdeltagarna pa inspektionsrunda.
Observation pa plats &r nédvandig for att
insamlandet av kunskap i varje destinations-
projekt.
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City Move Interdesign i Gallivare

Ett tidigt exempel fran Sverige pa
destinationsdesign ar City Move
Interdesign, som genomférdes under
2009. Da hade man i Géllivare under
nastan tjugo ar flyttat hus och forsokt
bygga upp ett nytt samhélle pa en
annan plats an den ursprungliga efter-
som gruvan holl pa att urholka marken
underifran. Det hela var komplicerat
och stotte pa mycket motstand.

Efter att en nédrmare analys av
frégan framgick klart att en av sto-
testenarna var bristen pa inflytande.
Att flytta en stad ar inte samma sak
som att flytta hus; det handlar om att
flytta ménniskor. Man méaste involvera
mottagaren i utvecklingsprocessen for
att lyckas.

For att fa till stdnd en kreativ och
forutsattningslos diskussion med nya
friska idéer enades man i kommu-
nen om att prova ett koncept kallat
Interdesign. Trettioatta personer med
kompetens inom design, arkitektur,
teknik, psykologi och medicin med
mera fran sjutton lander bjods in till
Gallivare for att tilsammans férséka
hitta nya vagar.

Under tva intensiva veckor arbe-
tade man i en workshopanpassad
sportarena i Malmberget. Allmanheten
och andra intressenter fick komma
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dit for att se och delta i arbetet. Man
besokte hem, arbetsplatser och aven
LKAB:s gruva. Allt for att satta sig in i
befolkningens situation och hela tiden
arbeta s& nara de boende som mojligt.
Finansierade projektet gjorde Narings-
departementet, Tillvaxtverket, EU, Lans-
styrelsen, kommunen och LKAB.

Férutom en stor mangd inspirerande
exempel visade resultaten entydigt
pa att arbetsprocessen var det stora
problemet. Kraven infor fortsattningen
handlade bland annat om att kommu-
nicera istallet for att informera. Samt
att utveckla och behalla den 6ppna,
inkluderande arbetsprocessen som City
Move Interdesign hade inlett. Och att
utveckla en gemensam vision. Utan en
sadan och ett uttalat mal ar det knap-
past mojligt att f& manniskor att vilja
flytta istallet for k&nnas sig tvingade.

Under de tre &ren sedan City Move
Interdesign genomfordes har Gallivare
kommun férsokt samla invanarna runt
séval gemensamma som individuella mal
och visioner. Hur det gatt borde dgnas
en gedigen forskningsuppféljning som
sedan skulle kunna utgéra underlag for
nya planeringsmodeller for attraktiva
samhéllen i framtiden.

Claes Fréssén

Vad hande efter Sandy?
Orkanen Sandy drog 29 oktober 2012

in mot New York och omradena séder
darom. Forédelsen efter stormen och de
efterfoljande svallvadgorna var utan mot-
stycke. Alltsedan dess har formagan att
skapa mer dynamiska system fér snabb
ateruppbyggnad och omorganisering av
viktiga funktioner diskuterats livligt.

New York Institute for Technology,
NYIT, har inom studentledda arkitektur-
och byggnadsprogram (Solar Decathlon
och Slab) skapat en speciell designkom-
petens som fokuserar pa fardigheter
som kravs for att ta hand om snabba
miljomassiga férandringar i omvarlden.
Dessa kallas "Dynamic Design Ca-
pabilities” och handlar om férmagan
att snabbt rycka in, bygga upp och
rekonstruera omraden som rakar ut for
nagot oférutsett. | tidigare program har
studenterna lart sig att skaffa sponso-
rer, engagera allmanheten, upphandia,
marknadsféra och i dvrigt se till att
resurserna aktiveras pa basta majliga
vis. Nar det gallde arbetet efter Sandy
tillampade studenterna dessa kunskaper
pa ett mycket okonventionellt satt.

Inom tva veckor hade en grupp
studenter engagerat skolan genom att
havda: "Vi maste hitta ett effektivt satt
att hjélpa.” Strax darpé bildade de
Operation Resilient Long Island, ORLI.

Studenterna akte runt och traffade
invéanare och samhallsorganisationer pa
nagra av de hardast drabbade platserna
i Long Beach, Far Rockaway och New
Jersey. Bussen de fardades i mottes till
en borjan av hanskratt frin de boende.
Reaktionen &ar begriplig eftersom dessa
hart drabbade hela tiden "6verfolls” av
nyfikna (som kom i busslaster for att titta
pa de skadade omradena) och forsaljare
(som forsokte erbjuda tjanster for en
forestédende ateruppbyggnad). Irritatio-
nen kom sig ocksé av att svaren pa alla
vadjanden till de kommunala myndig-
heterna tog alltfor lang tid. Studenterna
presenterade sig och sade att de var
"designstudenter som kommit dit for att



Ovan: Forédelsen efter Sandy var enorm.

Nedan och t h: Nu finns férslag till flexibel bebyg-

gelse som stér emot orkaner betydligt battre. Men

det viktiga ar att méniskorna som ska bo i dem har
fatt vara med i planeringen av husen.
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hjalpa”. Nar fértroendet val hade etable-
rats fick studenterna en unik plattform
att arbeta utifran. De traffade boende,
krispersonal inom olika forvaltningar
samt folk fran lokala byggforetag och
organisationer for att beddéma situatio-
nen. De bdrjade omedelbart utforma en
broschyr for invanarna (eftersom dessa
hade 6nskat f& en sadan). Den beskrev
olika ombyggnadproblem som skulle
dyka upp (kostnader/formaner, hojd-
krav pa ateruppbyggnationen, FEMA:s
bestammelser och sé vidare). FEMA, Fe-
deral Emergency Management Agency,
ar den myndighet inom departementet
for inrikes sakerhet i USA som sétts in
vid storre katastrofer eller krig.

| en studio pa skolan inleddes arbetet
med en sé& kallad charrette, det vill sdga
en val forberedd workshop, dar manga
olika grupper fran de drabbade omra-
dena samt universitetet, regeringstjans-
teman, sjukvardspersonal och samhallet
i 6vrigt samlades for att diskutera vilka

olika designstrategier som borde ge-
nomforas i varje region.

Men vad skulle eleverna gora har-
nast? De forstod att de vackra planerna
inte skulle betyda nagonting alls om de
inte forvandlades fran teori till verklighet.
Sa de frégade sig vad kan vi gbra som
ar bade latthanterligt och héllbart?

Resultatet blev lanseringen av tav-
lingen Comprehensive Coastal Commu-
nities (3C). Genom sina globala kontak-
ter fick de in kreativa bidrag fran over
300 deltagare runt om i varlden. 3C:s
webbplats som visade olika forslag till
uppbyggnad fick 6ver 25 000 inhemska
besdkare om dagen. En bok publice-
rades, Comprehensive Communities
Playbook, dar viktiga nya fakta presente-
rades kring vad som kravs om samhélle
ska ha latt att terhamta sig efter en kris.

Frank Mruk

Las mer pa www.3ccompetition.org

reportage

Dubidst i Curitiba

Brasilien &r ett land som under manga
ar haft ambitioner inom design- och
arkitekturomradet. Ett av de viktigaste
kreativa centra ar staden Curitiba, en
valutvecklad industristad med méanga
intressanta |6sningar for stadsplane-
ring och offentliga kommunikationer.
Har ligger Centro Brasil Design, en
organisation som arbetar for att

fa naringslivet att anamma design
som metod for innovation dver hela
Brasilien. Man arbetar mycket med
att implementera "design thinking”
och héllbarhet som kvalitetsstyrande
moment bade i utvecklingen av fy-
siska produkter och for att forbattra
offentliga verksamheter.

Ett av de akuta problemen i Curi-
tiba &r att de fattiga favelasomradena
runt staden méste flyttas. De ligger i
flera fall i farozonen vid dversvamning-
arna som ofta uppstar efter stora sky-
fall. Det regnar mer éan 260 dagar om
aret. Med den framsta anledningen till
att flytta kakstader just nu &r fotbolls-
VM i Brasilien nasta ar. Man vill helt
enkelt inte att dessa skall synas fér
bestkarna. En for mig en ganska
bisarr anledning att férstka testa om
delaktighetsmodellen, som vi framhal-
ler som en framgéangsfaktor i design-
processen, kan anvandas aven har.
Det aterstar att se vart designomradet
tar vagen i Brasilien. En sak &r saker:
Férutsattningar och forvantningar ar
annorlunda an i Sverige.

Claes Fréssén

Curitiba har uppméarksammats fér sina kommu-
nikationer och tunnellika vantkurer. Tyvarr

har de blivit allt mindre populéra pa grund av
att de blivit platser for kriminalitet.
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Design och destination

— hur hor det 1hop?

Kan en ort i kris att leva upp och hitta nytt fokus med hjélp av design? Absolut, enligt samtliga
tillfrdgade i denna enkéat. Designer kan visa pa verktyg som far alla invAnare och beslutsfattare
pa en ort att dra i samma riktning. Designer och designforskare kan inspirera till nytankande.
Och da handlar det inte om turism utan om attraktionskraft pa flera olika nivaer i samhéllet.
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Sara Hyltén-Cavallius

Flera av landets regioner stdr infor
stora strukturomvandlingar, bland
annat smdlindska Glasriket. Kan de-
sign ochleller designforskning anvindas
som utvecklingskraft i sadana ligen?

— Designforskning ir i sin linda och
arbetar med att hitta sin vig i den aka-
demiska virlden. I métet med traditio-
nell forskning ser vi spinnande utveck-
ling av bade design och akademin och
omgivande samhiille.

Pa vilket sdtt kan man anvinda design?
— Design ir ett praktiskt amne som
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oftast arbetar i projektform med
processer som kan vara inkluderande.
Férmagan att gd in forutsittningslost
och se vilka méjligheter som finns hop-
pas jag kan leda till birkraftiga forslag
och lsningar.

Ar det rentav méjligt peka pa ett eller
flera lyckade exempel?

— Textilhégskolan i Bords. Dir har
man anvint just forskning kring bland
annat smarta textilier fér att vinda

en neditgdende spiral i regionen till
framging. Gruppen som arbetar med
utveckling av Glasriket har ocksa
besokt Grythyttan for att titta pa ett
annat lyckat exempel.

Vilken dr den storsta utmaningen

sett ur ett designperspektiv nir det
galler “destinationsdesign” — och dd
sjalvklart pd ett bredare falt dn bara
turistndringenss?

— Jag tycker det ir bra och spinnande
att man arbetar med inkluderande
arbetssitt for att f3 med sig en storre
grupp och skapa férankring pa orten.
Storsta frigan dr ju hur vi skapar lang-
siktighet dir projektet inte rasar ihop
efter att projektstéd upphort. Ur min
synvinkel handlar det om politik. Ska
hela Sverige leva?

Daniel Bystrom

Flera av landets regioner star infor
stora strukturomvandlingar, bland an-
nat smdlindska Glasriket. Kan design
ochleller designforskning anvindas
som utvecklingskraft i sadana ligen?
— Ja, absolut!

P vilket satt kan man anvinda design?
— Regional utveckling med design
handlar om att engagera berorda in-
tressenter, minniskor fran alla nivier i
samhillet, och arbeta i en process som
leder fram till gemensamma visioner
utifrin de utmaningar som man till-



sammans stir infor. [ grund och botten
sker arbetet efter designprocessens
grundprinciper dir designern tillfor en
tillimpad kreativ kompetens i alla steg
frin research, analys och utvirdering,
till konceptutveckling och slutligen
test och kommunikation av l6sningar.
Design hjilper till att ta tillvara pa

den gemensamma kreativa formagan

i samhillet, skapar en okad drivkraft
och samlar minniskors kunskaper och
erfarenheter. Arbetet sker interdiscipli-
nirt och priglas av samverkan. Det ir
fantastiskt inspirerande att vara delak-
tig i denna typ av processer. Genom att
studera designprojekt som involverar
samhillsengagemang kan nya metoder
utvecklas och utvirderas.

Ar det rentav mojligt peka pd ett eller
flera lyckade exempel?

— Jag dr just nu verksam i ett projekt i
Utah, USA dir vi arbetar med design
for regional utveckling i sma samhil-
len. Det handlar om att se till hur dessa
samhillen kan bli mer hilsosamma ur
ett ekonomiskt och socialt perspektiv,
och hur livskvaliteten kan férbittras for
de som bor och verkar dir. Vi ser vira
l6sningar som pagdende dialoger med
sambhiillet och att var roll som designer
ir underlitta forindringar. Vi hjilper
till att definiera framtiden. Det kidnns
som ett vildigt stimulerande projekt.
Precis som i tidigare erfarenheter av att
arbeta med just sma samhillen si finns
hir ett starkt engagemang och mycket
vilja hos invdnarna att ta tillvara pa.

Vilken iir den storsta utmaningen sett ur
ett designperspektiv ndr det galler “de-
stinationsdesign” — och dad sjilvklart pd
ett bredare filt dn bara turistndringens?
— Den storsta utmaningen ir att skapa
delaktighet hos alla som kan vara
intressenter. For att skapa riktigt bar-
kraftiga resultat maste gemensamma
drivkrafter finnas hos alla som bor och

verkar pd platsen som ska utvecklas.
Alla bor striva efter att tillsammans
skapa en attraktiv helhetsupplevelse av
destinationen. Upplevelser férmedlas
genom alla sinnen. Samtidigt ir det
ofta viktigt att bevara det unika, genu-
ina och ikta. Destinationen utvecklas
genom att skapa gemensamma visioner
och framhalla exempel pa uttryck som
alla forstar och samlas runt. En stark
identitet kan vara en bra utgdngspunkt
for en destination, men direfter ir det
ocksd manga fler lager som ir avgo-
rande for helhetsupplevelsen.

Stefan Moritz

Flera av landets regioner stdr infor
stora strukturomvandlingar, bland an-
nat smdlindska Glasriket. Kan design
ochleller designforskning anvindas
som utvecklingskraft i sddana ligen?
— Ja. Design och designforskning ir
kritisk; det hjalper till att minimera
risken for fel, gora projekt mer fram-
gingsrika och i sista hand forbittra
livskvalitet och ge ekonomiska resultat.
Tjinstedesign innebir ett nytt tanke-
sitt och skapar mojligheter att fa tviir-
funktionella team att arbeta tillsam-
mans for att skapa en bittre framtid.

forskningsenkat

Pd vilket sdtt kan man anvinda design?
— Den viktigaste frigan i destinations-
sammanhang tycker jag ir ”vad skulle
kunna vara intressant fér viart omrade
i framtiden? Aven om det kan behévas
ett utifrdnperspektiv pa saken fungerar
l6sningarna bara om de ir rotade i
regionen och samhiillet.

Destinationsutveckling méiste
handla om att aterskapa en bild av om-
radets blomstringsperiod. Det handlar
inte bara om turism. Det handlar om
attraktionskraft. Att anvinda sig av
speciellt tjinstedesign ir vildigt bra
nir man ska forstd vad det dr att min-
niskor vill och behover i framtiden,
speciellt om giller nigot som man inte
kan dga eller halla i handen. Destina-
tioner kan betraktas som tjinster om
du sd vill.

Designen ir en process 6ver
tid. Anvindarna maste kartliggas,
engageras och de behover fa ta ansvar
och skapa mervirde. Destinationer ir
plattformar. De medlar mellan olika
aktorer. Design innebir att forsta hela
systemet och ligga fram lésningar
i stillet for forbittringar. Men det
handlar ocksd om att viga se in i fram-
tiden och tillsammans forestilla hur
den mest 6nskvirda framtiden skulle
kunna se ut.

Ar det rentav méjligt peka pa ett eller
flera lyckade exempel?
— Index i Danmark bérjade som en
formgivningstivling och skapade en
rorelse som handlade om att forbittra
livet genom design. Mycket inspire-
rande. Destinationsvarumirket Scan-
dinavian Islands startade en mycket
intressant resa. Jag jobbade med dem
ett tag men vet inte hur langt de kom.
Ishotellet i Jukkasjiarvi har blivit en
kliché, mycket turistinriktat, men det
ir iAnd4 ett bra exempel.

Den oberoende forsknings- och
konsultbyran Multiplicities i Berlin
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ligger ocksa i framkanten mellan
kreativ ekonomi, stadsutveckling

och beslutsfattande. Finska Lapland
Center of Expertise for the Experience
Industry (LEO) gor mycket intressant
trots att fokus ligger pa turism.

Jag vill ocksa siga att Silicon
Valley ir ett utmirkt exempel pi ett
omrade som fatt en alldeles speciell
position. Och det finns minga fler
forstas.

Vilken iir den storsta utmaningen

sett ur ett designperspektiv ndr det
gdller “destinationsdesign” — och dd
sjdlvklart pd ett bredare falt dn bara
turistndaringenss

— Den stOrsta utmaningen jag ser ar
effektivt samhillsdeltagande. Inte
minst diarfor dr det viktigt att skapa en
konkret vision som ir forankrad i det
lokala omrddet och som minniskor
kdnner att de dr en del av. Sarskilt i
Sverige dir manniskor ir mycket 6d-
mjuka ir det viktigt att viga ha stora
drommar.

Design kan vara oerhort anvind-
bart for att visualisera 6nskvirda fram-
tidsscenarier dir ett systemtinkande
ingdr. Inte for att stadsplanerare inte
har anvint design i det forflutna och
inte forsokt att kommunicera med och
engagera det lokala samhillet. Men
den verkliga utmaningen ir att gora
det mojligt for alla att utforma framti-
den tillsammans. Designer mdste vara
de som mojliggor och tillhandahaller
verktyg men ocksa de som inspirerar
och tinker nytt.
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Iréne Stewart Claesson

Flera av landets regioner stdr infor
stora strukturomvandlingar, bland
annat smdlindska Glasriket. Kan de-
sign ochleller designforskning anvindas
som utvecklingskraft i sddana ligen?

— Ja definitivt. D& designmetoder utgir
fran minniskors verklighet stillt mot
vad som sker i ett storre omvirlds-
perspektiv s3 dppnar det upp for att

se utvecklingspotential.

Pd vilket satt kan man anvinda design?
— Designprocessen ir positiv. Vi talar
om behov istillet fér problem, ser moj-
ligheter i det som ofta ses som begrins-
ningar. I stillet fér att utga fran tidigare
16sningar si bérjar man med att ringa
in vad man vill uppna. Det kan handla
om stolthet eller annat virdeskapande
likavil som funktionella behow.

FOTO: JESPER JONSSON

I en forskningsrapport jag liste
stod det om att en teknisk utvecklings-
process startar med att bestimma
slutprodukt men att vigen dit kan
vara relativt ostrukturerad. Detta mer
tekniska forhallningssitt genomsyrar
manga samhillsorganisationer och
foretag. En kreativ utvecklingsprocess
diremot leder strukturerat framéat dven
om slutresultatet inte ir bestimt till att
bérja med. Processen limnar 6ppet for
utforskning av helt nya 16sningar.

Detsamma giller designmetodikens
forhallningssitt. Den kan resultera i
forslag som bade handlar om tjinster,
systemldsningar, relativt komplexa upp-
ligg och kombinationer av satsningar
som involverar ett stort antal olika
intressenter. Och det passar vildigt bra
nir vi talar om stider och regioners
framtida utvecklingsméjligheter.

Ar det rentav mojligt peka pa ett eller
flera lyckade exempel?



— Jag ar inte s uppdaterad pa vad
som gjorts i Sverige ifriga om regional
utveckling men det dr uppenbart att
regioner har en mycket storre 6ppenhet
och forstdelse for tjansteperspektivet
och intresse for att arbeta med sina vir-
den och sin potential som destination.
Redan pa 1990-talet var jag sjilv
involverad i ett utvecklingsarbete med
bland annat Olofstroms kommun kring
hur orten skulle kunna bli mer att-
raktiv att bo och arbeta i. Men da var
ingdngen att vi initialt var tillfrigade
att ta fram en souvenir(!) fér Olof-
stroms kommun, vilket fran var sida di
snabbt ledde till frigor som ”Varfor ska
man beséka Olofstrom?” och ”Vem har
anledning att gora det?” Ett till synes
kritiskt ifrigasittande men som i sin
tur ledde till riktigt intressanta forslag
kring besoksniring baserade pa den
rika mangfald av nationaliteter och
kulturer som finns dir och allt som det
tillfor.

Vilken iir den storsta utmaningen sett
ur ett designperspektiv nir det galler
“destinationsdesign” — och da sjilv-
klart pd ett bredare falt in bara turist-
ndringens?

— Om vi talar om regional utveckling
sd dr det att fi manga olika niringar
att dra i samma riktning sa helhets-
visionen uppfylls och den ena aktéren
stirker den andra.

Det behévs resurser och tid for detta
och nigon som haller samman initia-
tivet. Det handlar ju trots allt ofta om
foretag som ska tjina pengar for att
kunna leva och verka, men samtidigt
behover vara del av en storre helhet och
forstd hur de kan gynnas var och en
genom en gemensam overgripande stra-
tegi. Och att dessutom ha nédvindig
infrastruktur, vilket kan kriva resurser
regionalt och nationellt lobbyarbete.

forskningsenkat

ligga hogskolan mitt i, det skapar liv
och rorelse i hela omradet. Spinnande
arkitektur som ger en tydlig inriktning
och prigel pa hela Malmé.

Vilken dr den storsta utmaningen
sett ur ett designperspektiv nir det
gdller “destinationsdesign” — och dd
sjdlvklart pd ett bredare falt an bara
turistndringenss
— Projekten kriver stor insikt i och
forstielse for hur olika processer gar
till i kommuner, landsting, stider med
mera. Detta ir grundliggande for att
man ska kunna driva de olika projek-
ten.

Frdgestillare: Lotta Jonson

Olle Lundberg

Flera av landets regioner stdr infor
stora strukturomvandlingar, bland
annat smdlindska Glasriket. Kan
design ochleller designforskning
anvindas som utvecklingskraft i
sddana lagen?

— Ja absolut, men den totala utveck-
lingskraften blir nog storst om man
samverkar med andra kompetenser.

Pd vilket satt kan man anvinda design?
— Jag ser grinsoverskridande arbeten
som en forutsittning for att struktur-
omvandlingsprojekt ska lyckas, samar-
bete mellan arkitekter, samhillsplane-
rare, ingenjorer med flera.

Ar det rentav mdéjligt peka pa ett eller
flera lyckade exempel?

— Ja det finns vil flera, ta hamnen i
Malmé som exempel. Fran att vara ett
omride med tung varvsindustri till att
bli ett omride med hogskola, hightech-
foretag och spinnande bostider.

Ett omrade som sprudlar av liv och
framtidstro. Insiktsfullt av staden att
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Om flera beslutfattare, bade inom den offentliga och privat sfaren, inség vikten av att satsa

pa en fritt och kritiskt arbetande designforskning skulle det gagna bade Sverige och varlden.
Design Research Journal inleder en serie artiklar om vilka finansiarerna inom designforsknings-
omréadet ar och hur de kan bli fler. Forst ut ar lkea, som blivit en viktig akademisk stétta genom
bland annat stiftelsemiljarder och professurdonationer till ndgra svenska universitet.

Finansiering ar generellt en svir upp-
gift, framfor allt i ett s ungt omrade
som designforskning. Ofta maste man
kla den i andra termer for att f3 fatt i
medlen. Och visst underlattar det att
dgna sig 4t projekt med uppenbara
foretagskopplingar eller bedriva sin
forskning vid en institution med gott
om egna medel. Om inte maste man
forlita sig pa till exempel privata stif-
telser, EU, Vinnova eller Riksbankens
Jubileumsfond.

Men sa hinder det plotsligt att ett
betydande kapital rullar in. Som 1998,
nir Stichting Ikea Foundation kungjor-
de en 250-miljonerdonation till Lunds
Tekniska Hogskola. Detta innebar ett
helt nytt hus — Ingvar Kamprad De-
signcenter (invigt 2002) och nir det var
fiardigt aterstod 160 miljoner kronor
till att stotta en industridesignutbild-
ning med nistan dubbelt s minga
studenter jimfort med innan och till
finansieringen av industridesignforsk-
ning med nigra miljoner per ar.

Vid éverlimnandet menade Ingvar
Kamprad att ”god design miste finnas
tillginglig fér de manga minniskorna,
och det blir den bara om den kombine-
ras med ett ligt pris. Det kriver desig-
ner som utgdr frin kunskaper om savil
kundernas behov och villkor, som om
produktion, distribution och resurs-
hushdllning.” Det poiangterades att den
hollindske donatorn ir helt fristiende

24 Swedish Design Research Journal 2|13

fran Ikea, och att man dirifran inte alls
tinkte ligga sig i utbildningen. Den
nya industridesignutbildningen som
donationen mojliggjorde hade dock
uttalat malsittningen att kombinera
god form och funktion med varaktig
kvalitet och ett sa lagt pris att produk-
terna kan bli tillgingliga for en bred
allmiinhet” enligt det pressmeddelande
som gick ut 1998.

Sedan 2003 delas ocksé arligen ut
The Ingvar Kamprad Scholarship till
Industridesignskolan vid Lunds univer-
sitet till tvd masterstudenter. Totalt

160 000 kronor per student utgar
for att finansiera levnadsomkostna-
der under tva ar. Sedan 2011, d4 den
svenska regeringen inforde avgifter
for studenter utanfor EU/EES, ger
dessutom Stichting Tkea Foundation
tva stipendier pa 200 000 vardera i tva
ar for att ticka studieavgifterna.

Enligt Claus-Christian Eckhardt,
professor i industridesign vid Lunds
universitet, ir det fantastiskt nar
privata initiativ stottar och utvecklar
designforskningsomradet. Samtidigt
kan kopplingen till en stor finansiir
innebira en viss sarbarhet. Det bista
scenariot vore om betydligt fler aktorer
intresserade sig for designforskning
och finansieringen av dess projekt.

— I takt med att hypen kring design
ritt drastiskt avtog i Sverige efter De-
signdret 2005 har det blivit allt svdrare
att finansiera designforskning. Aven
inom foretagen har design inte lingre
samma prioritering, det ir ett tuffare
lige for savil praktiker som forskare.
For att etablera och bedriva forskning
pa vart omrade samtidigt som vi viir-
nar om den akademiska integriteten,
skulle vi behova ett mer lingsiktigt
stod frin universiteten och frin reger-
ingen. Det ir till exempel helt omojlige
att hitta extern finansiering for att
bedriva forskning i designhistoria idag,
menar Eckhardt som ocksd poingterar
vikten av ett mer effektivt brobyggande
mellan akademi och niringsliv for att
oka bide kunskap om och férstielse
for designforskningens breda filt och
mojligheter.

— Vi borde titta pd hur andra gjort
och lira av dem som lyckats bittre. Jag
tror starkt pa en dppen, fri och kreativ
akademi, avslutar Claus-Christian

Eckhardt.

Campus Helsingborg vid Lunds uni-
versitet har idag cirka 3 000 studenter.
Bland dessa ir Ikea en av de storsta fa-
voriterna bland framtida arbetsgivare.
Ikea Group flyttade sitt huvudkontor
till Holland 2001 men lit en rad olika



stabsfunktioner hamna i Helsingborg
dir planerna pa en ny hogskola holl pa
att ta form.

Tanken var att fa tillgdng till en
ny rekryteringsbas genom att spela en
aktiv roll i det nya Campus Helsing-
borg. Till exempel genom att erbjuda
Ikea-anstillda frin hela virlden som
gistforelisare, mojliggdra examens-
samarbeten och organisera workshops,
bland annat for studenterna pa den
storsta utbildningen Retail manage-
ment som ir en av fyra inriktningar
inom programmet Service manage-
ment. De andra programmen heter
Logistic Management och Equality

& Diversity management.

— Det sistnimnda programmet ir
nytt och handlar om hur man arbetar

med jamstilldhets- och mangfaldsfra-
gor i privata och offentliga verksamhe-
ter, bade nationellt och internationellt.
Nir det skulle valideras bad vi en
person fran lkea att delta eftersom vi
anser att de ir mycket kunniga inom
omrdidet. Och nej, vi har inte utformat
programmet utifrdn deras behov. Dir-
emot kan vi komma med 6nskemal pa
vilka typer av forelasningar vi behover
si ordnar de det, berittar Christer
Eldb, prefekt vid Institutionen for
service management.

Han tilligger att det mingériga
samarbetet ir mycket virdefullt och
ger studenterna bade spetskompetens
och framtidsméjligheter. Dessutom
star forskarna vid Campus Helsing-
borg bakom négra av Ikeas smartaste

Stichting Ingka Foundation

Stichting Ingka Foundation grundades 1982 och ager Inka Holding B.V. som i sin
tur & moderbolag till Ikea-konceptets storsta franchisetagare — Ikea Gruppen.
Stichting Ingka Foundation stodjer ocksé valgérenhetsarbete genom Stichting
lkea Foundation som i bérjan enbart stéttade arkitektur och inredning men som
sedan 2009 aven framjar barns réattigheter i utvecklingslanderna och hjalper dem
och deras familjer till en béttre framtid. 2012 delades 82 miljoner euro ut.

intervju

forpackningslosningar — som till exem-
pel den for virmeljusen.

ADJUNGERADE
IKEA-PROFESSORER

Och s3 hinde det igen. Denna ging ett
ikeanskt miljardregn éver Linnéuniver-
sitetet. Lena Fritzén, idag prorektor for
Linnéuniversitet tar det frin borjan:

— Ingvar Kamprad tog kontakt
med 2009 mig d4 jag var rektor for
Vixjo6 universitet. Han var en av vara
hedersdoktorer och ville ge en dona-
tion till en professur i relationen mel-
lan produktionsvillkor, livet hemma
och bryggan diremellan. Med andra
ord ett undersékande av paradoxen
“hog kvalitet till ett sd lagt pris som
mojligt”. Vi skulle fa 25 miljoner for
totalt tio ar. 2010 fick vi ytterligare 25
miljoner for fem doktorander och tva
adjungerade professorer inom tri och
design — Gudmund Wollbrecht, fore
detta skogschef pa Ikea respektive Lars
Dafnds, tidigare designchef pa Ikea.

Doktorandernas fokus ar ocksa
produktionsvillkor, livet hemma
samt foérindrade levnadsvillkor och
konsumtionsmonster, berattar hon och
betonar att det inte handlar om upp-
dragsforskning eftersom ”resultaten
kommer att komma andra foretag till
godo”. Hon poingterar ocksa att detta
var en donation, relaterad till Tkea. Att
hélla isdr med kapitalet frin Familjen
Kamprads stiftelse som alla kan soka.

— Stiftelsen har idag ett kapital pa
2,8 miljarder kronor och prioriterar
forskning och utbildning pa Linnéuni-
versitetet. Idag stottas dven nationella
projekt och pa sikt kommer vi ocksa
att verka globalt, beriittar Lena Fritzén
som sitter i styrelsen for stiftelsen och
poingterar att forskningen ir helt
fri ”aven om familjen Kamprad har
formulerat indamalen”.

— For ett lyckat samarbete krivs
respekt for varandras tidsperspektiv,
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Familjen Kamprads stiftelse

Familien Kamprads stiftelse, grundad 2011, har till &andamal att stodja, stimulera
och beltna verklighetsnéra utbildning och vetenskaplig forskning pa ett sadant
satt att entreprendrskap, miljo, kompetens, halsa och social utveckling framjas.

Man prioriterar forskning och utbildning som bedrivs/tillgodoser intressen i
Smaland och som &ger rum inom ramen for Linnéuniversitetet. Viktigt &r att
resultaten snarast och med kostnadseffektivitet kommer de ménga
manniskorna till del. Stiftelsens 2, 8 miljarder kronor ar donerade av Ingvar
Kamprad, hans familj, Inter IKEA Group och lkano.

industrin ir snabb och akademin lang-
sam. Och nackdelen med en sa potent
finansiir kanske ir att vi riskerar att
tappa var kritiska blick, men det 4r
mitt huvudsakliga ansvar som pro-
rektor att se till att den dr intakt. Det
har vi allt att vinna p4, avslutar Lena
Fritzén.

WIN WIN OCH FAROR

Efter vart samtal tittar jag igenom

min research dir information finns om
Tkeastod till allt fran skogsforskning
vid Lantbruksuniversitetet i Alnarp

till ett arligt stipendium vid Beckmans
Designhogskola. Den tydliga winwin-
situationen ir uppenbar i och med
forskningsresultat och rekryterings-
mojligheter. Jag funderar pa det goda,
samhillsstottande kontra risken for att
donationsmottagarna blir férblindat
okritiska till sina vilgorare. Anteck-
ningen om den stora férekomsten av
Ikeaprodukter vid ldrositen dir foreta-
get verkar ser jag som lika ekonomiskt
stottande som en mojlig paverkan av
unga studenters vidéppna sinnen.

Ett slags goodwillande i blivande
konsumenters vardagsmiljo. Ska vi
bara vara tacksamma mot en si ton-
givande forskningsfinansiir eller finns
skal till oro?

Torbjorn Lind, forskningssekrete-
rare pa Vetenskapsradets avdelning for
forskningsfinansiering svarar:

brukar jag rekommendera en kartligg-
ning av samtliga méjligheter och vilka
krav som stills. Aven stiftelser, stora
som smd — Iéntagarfondsstiftelserna
brukar man som exempel glomma
bort, menar han och fortsitter:

— Det handlar ocksd om att géra
forskningsomrddet mer kint, publikt
och attraktivt vilket ar littare i takt
med att de disputerade blir fler. Girna
ur en samhillsforbittrande aspekt — da
brukar det vara littare att hitta finan-
sidrer, framfor allt for ett ungt omrade
— Visst finns faror med att bli som designforskningen.
allefor beroende av en potent finansiir, Susanne Helgeson
framfor allt om denne styr fragestill-
ningarna for hart. Om vi gar in och
samfinansierar ir forskningskvaliteten
viktigast att sikra. Och det ir bittre
att ha fler finansieringsalternativ for att
bade bli friare och mindre sirbar. For
stora och dyra projekt ir samfinansie-
ring ofta en forutsittning. Personligen

The board of the Kamprad Family Foundation consists of Katarina Olsson, Lennart Nilsson, Anna Carlstrom,
Lena Fritzén, Kristina Alsér, Leif B Bengtsson, Ingvar Kamprad and Johannes Stenberg.
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Tre designforskare

reportage

hoppas pa fler utmaningar

Antligen! Efter flera ar slit ligger avhandlingen dar pa bordet. En lattnad att den &r godkand,

formodligen ocksa forknippad med en viss stolthet. Men kanske lamnar den ocksa efter sig en
tomhet. Vad kommer harnast? Design Research Journal har talat med tre designforskare som
nyligen disputerat om nulage, framtid och resultatspridning.

Marcus Jahnke, Anna Persson och
Ulrika Winstrom-Lindh lade fram
varsin avhandling for inte sd linge
sedan. Idag undervisar alla tre pa
olika designutbildningar. Tillsam-
mans representerar de ett litet utsnitt
av det stora forskningsfilt som ingar

i begreppet designforskning. Anna
Persson, till exempel, var interaktions-
designer frin borjan. Hennes forsk-
ning handlade om textila material och
interaktion.

— I resultatet reflekterar jag kring
tva saker. Hur kan man anvinda de hir
nya materialen? Vilka nya design-
variabler medfér de hir nya materialen
och hur ska man tinka kring dessa?
Det andra minst lika viktiga handlar
om frigor kring vad man inte ska ha
de hir materialen till. Vad ir menings-
16s design? I stillet for att bara kora pa
och ta fram en massa saker maste man
ta ett steg tillbaka och tinka efter.

Malet for Ulrika Winstrom-Lindhs
forskning var att utforska rumslighet
i relation till ljusférdelning, med ut-
gingspunkt i designpraktiken.

Genom hela avhandlingen diskute-
rar hon rummets visuella grinser och
vad det betyder fér minniskors kiinsla
av till exempel trygghet. Intresset for
ljus har hon haft inda sedan inred-

ningsarkitekturutbildningen.

— Jag gick pd HDK och vi hade en
kurs tillsammans med Konstfack 1995.
Vi fick rita armaturer men jag kinde
att det saknades ndgot. Ljus dr nagot
bade konkret och abstrakt. Samtidigt
poetiskt. Jag ville ta reda pd mer om

det helt enkelt.

Slutligen Marcus Jahnke vars avhand-
ling handlar om hur design kan bidra i
innovationsarbetet inom traditionella
industri- och ingenjorsforetag. Han
studerade hur fem designer parades
ihop med fem foretag och hur de sedan
skapade en process, en “resa”, tillsam-
mans.

— Min forskning handlade om hur
man kan forsta designens bidrag till
innovationer bortom vanliga begrepp
som till exempel problemlésning och
kreativitet. De ricker nimligen inte fér
att forsta designs bidrag som yrkes-
kunnande. Processen handlar om si
mycket mer, meningsskapande och att
koppla ihop meningsskapande med
innovation. Problemet med det ir att
”meningsskapande” ir ett besvirligt
begrepp som man inte anvinder i dessa
sammanhang. S& man méste liksom er-
ovra orden ocksa. Det ir inte helt litt.

For att diskutera innebérder av mer
abstrakt karaktir har Marcus Jahnke
anvint sig av en hermeneutisk™ forsk-
ningsprocess. Mycket av det han skri-
ver om beror dessutom tyst kunskap
och éverforing av erfarenheter som tar
tid och inte syns.

— Just det dir med tidsaspekten ir
vildigt centralt i avhandlingens slutsat-
ser. Processerna behover fa ta tid. For
mer radikala innovationer méaste man
arbeta med mycket lingre processer.
Jag hoppas att avhandlingen kan spela
en roll for att skapa en brygga mellan
design och innovation men ocks3 att
foretag ska forsta bittre och respektera
vad design kan betyda pa ett djupare
plan.

Vi kommer ofelbart in pa frigan
om hur man kan omsitta forsknings-
resultat i praktiken. Marcus Jahnke,
Anna Persson och Ulrika Winstrom-
Lindh intygar alla tre att det ir precis
vad de sysslar med i sin undervisning.

*) Inom hermeneutiken talar man om forforstaelse
respektive fordomar. Den hermeneutiska forsk-
ningsprocessen forséker besvara frdgan: ”Vad ar
det som visar sig och vad ar innebérden i det?”
Inom hermeneutiken anvands tolkningen som
huvudsaklig forskningsmetod. Enligt den herme-
neutiska kunskapsteorin inte finns ndgon absolut
sanning. (Fritt efter Wikipedia)
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Nedan: Marcus Jahnkes avhandling Meaning in the
Making - Introducing a Hermeneutic Perspective on
the Contribution of Design Practice to Innovation.
T h: Marcus Jahnke doktorerade pa HDK, Gote-
borgs universitet, dar han nu har en lektorstjanst.
Han ar &ven knuten till Business & Design Lab.
Forskningen stéddes av Vinnova och SVID, spelade
en stor roll nér det géllde att matcha féretag och
designer samt coacha dessa under processerna.

FOTO: EMANUEL CEDEKVIST

Att forsoka fa studenterna att fordjupa
sig och diskutera mera. Men utover
det, undrar jag. Mdste man inte ligga
pa mer for att resultaten ska kunna
sprida sig som ringar pa vatten?

Jo, menar Ulrika Winstrom-Lindh,
som varit runt och forelist om resulta-
tet, bdde i branschsammanhang och pa
internationella forskningskonferenser.
Hon tinker fortsitta att publicera
artiklar om resultatet och har skickat
avhandlingsexemplar till strategiska
personer som direfter till exempel ar-
rangerat en utstillning med resultaten
i samband med den internationella
workshopen ”Lights in Alingsis”.

— Det betyder vildigt mycket att bli
omskriven i media, si att fler fir hora
talas om mitt imne. Jag skulle girna
ocksd vilja skriva en populirveten-
skaplig version av avhandlingen. Den
skulle kunna anvindas som lirobok i
rumsgestaltning med ljus i utbildning

och som branschhandbok.
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Anna Persson tinker lite annorlunda.

— Jag presenterar olika parame-
trar som till exempel handlar om hur
ett material reagerar nir man ror vid
det. Ganska basic helt enkelt. Ska det
hinda en ging eller ir det en rytm som
ska fortga? I sa fall hur designar jag
den, hur vill jag att den ska program-
meras? Design genom programmering
allesa.

Visst vore det intressant att jobba
mer mot funktion, att till exempel
nirma sig den medicinska forskningen
som man gor pa Smart Textiles i Bords,
menar hon. Men i avhandlingsarbetet
har hon inte haft som mal att tinka i
ndgon produkt, snarare tvirtom.

— For mig har det varit viktigt att
inte fastna i produktutvecklingsfra-
gor. Jag ser min forskning mer som
grundforskning. Det beror till stor del
pa ett projekt som jag gjorde tidigare
tillsammans med en annan forskare,
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Linda Worbin, och mattproducenten
Kasthall. Dir tog vi fram tre interak-
tiva mattor. Processen var viktig bade
for oss och foéretaget. Hur kan man
jobba med hantverksmissiga metoder
i foretagets maskiner? Vilka produkter
skulle vara intressanta for foretaget att
gora interaktiva? Men det var alltfor
manga som tog det hela fér bokstav-
ligt, sag forslagen som firdiga varor.
Och da finns det risk att resultatet

blir ndgon slags ytlig design. Vi maste
nog tinka igenom vad som ir héllbart
pd lang sikt — just nir handlar om
interaktiva material som i si hog grad
anvinder energi. Hir finns mycket att
och utnyttja pa ett bra sitt men ocksa
tvartom.

Marcus Jahnkes forskning var delvis
finansierad av Vinnova. Dirfor var

det naturligt att skriva den si att olika
personer skulle kunna lisa den; intres-
serade yrkeskunniga, praktiserande
designer och projektledare som jobbar
med innovationsfragor. Jahnke har
presenterat avhandlingen som katalog
och som ett kapitel i en Vinnova-bok.
Han vill att den ska spridas utanfér
universitetet. Det sjilvklara i att publi-
cera sig beror nog pa att han har starka
kopplingar till Business & Design Lab
(ett samarbete mellan Handelshog-
skolan och Konstnirliga fakulteten,
Goteborgs universitet). Dir ir man
mer van vid det.

Han anvinder ocksa forskningsre-
sultatet i sin undervisning pA HDK.

— Nir designstudenterna, sirskilt
de pa masterniva, férdjupar sig i fragor
om det egna yrkeskunnandet till exem-
pel. Men ocksd i business och design-
utbildningen dir mycket handlar om
innovation och designens bidrag. Da
har ju forskningsresultaten direkt bi-
ring. Studenterna ska ju driva och leda
den hir typen av processer och de olika



fall som avhandlingen redogor for ar
direkt anvindbara for att illustrera
verkligheten.

MELLAN OLIKA KONTEXTER

Att forskning ir en syssla, som kriver
bédde enskildhet och mojlighet att
diskutera med andra, intygar Mar-
cus Jahnke, Anna Persson och Ulrika
Winstrom-Lindh unisont. Men deras
erfarenheter ir naturligtvis inte helt
jamférbara. S3 hir berittar Ulrika
Winstrom-Lindh:

— Det fanns manga runt omkring
mig som var intresserade men ingen
som egentligen holl pd med samma
sak. Jag har hela tiden stitt mitt emel-
lan flera olika slags kontexter. Mellan
design, arkitektur, belysningsforsk-
ning och beteendevetenskap. Da finns
det risk att man blir missférstddd i
alla liger. Samtidigt som man hittar
forskning att relatera till inom de olika
omrddena si ir det inte ndgon som
gjort samma sak.

— I konst- eller designsammanhang
ar det vildigt ovanligt att hilla pd med
statistik till exempel. Och i andra sam-
manhang, till exempel belysningsforsk-
ning ifrigasitter manga fenomenolo-
giska®*) metoder. Man hamnar hela
tiden mellan stolarna. Samtidigt far
man ju en bekriftelse pd att man har
mutat in ett eget omrade. Och kanske
ocksa bevis pa att det man gor behovs
eftersom det ligger i en skidrningspunkt
som ingen annan tagit upp innan.

MER GEMENSKAP IDAG
Anna Persson har ocksa befunnit sig
lite mitt emellan som interaktionsde-

**) Fenomenologi ar en teori och metod inom
filosofin. Inom fenomenologin studeras sarskilt
foérhallandet mellan varseblivningen och objekten
fér varseblivningen men fenomenologin studerar
inte primért kausala samband. Inom fenomenolo-
gisk filosofi havdas att absolut kunskap om ett ting
inte kan nés, eftersom all kunskap férmedlas via
erfarenheten av den. (Fritt efter Wikipedia)

signer pa Textilhégskolan. Inom inter-
aktionsvirlden har det linge pagitt en
intensiv teoretisk diskussion om vad
man ska anvinda kunskaperna till.
Fast pd senare 4r har det hiant vildige
mycket i det avseendet i Bords ocksa.

— Det har absolut med skolans vilja
att profilera sig som forskningsinrik-
tad att géra. Nu ir det en helt annan
rorelse och flera motesplatser jaimfort
med mitt férsta forskningsar hir. Klart
att man sitter pa sin kammare och
funderar en del men alla doktorander
ses i doktorandseminarier varannan
vecka och péd designseminarier en gdng

i veckan. I bérjan var vi sex sju stycken.

Nu ir vi ett femtontal designforskare
sa det ir jitteskillnad.

Trots flera drs férdjupning i varsitt
imne har alla de tre nydisputerade
designforskarna inte trottnat pa sitt
omrade. Tvirtom.

— Absolut inte. Det kinns lite

reportage

Light Shapes Spaces

Ovan: Ulrika Wanstrom-Lindhs avhandling Light
Shapes Spaces: Experience of Distribution of Light
and Visual Spatial Boundaries.

Nedan: Ulrika Wanstrém-Lindh doktorerade

pa HDK (Goteborgs universitet, konstnarliga
fakulteten) och undervisar numera pa Jonkopings
Tekniska Hogskola.
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skont, intygar Anna Persson. Nu vill
jag kolla upp vad det finns fér mojlig-
heter att implementera ndgot av det
jag tittat pa. Funderar just nu pa vad
som skulle kinnas meningsfullt. Sen
finns det fortfarande vildigt mycket att
undersdka pé en grundforskningsniva.
Det ir som sagt superviktigt att man
inte gar fram for fort.

MANGA UPPSLAG

Inom Ulrika Winstréom-Lindhs special-
omride finns det ocksa mycket att ta
tag i framover.

— Jag ser nu hur mycket gestalt-
ningsforskning som saknas inom belys-
ningsomradet. P4 de stora belysnings-
forskningskonferenserna talar nistan
ingen om design av utomhusmilj6. Jag
kommer sjilv att fortsitta forska inom
omradet och f6lja upp tradar fran
avhandlingen. Jag har minga uppslag
och dven material till vidare studier
och artiklar. Men jag hoppas dven pa
samverkan med andra forskare inom
belysning, energihushéllning, byggd
miljo, miljépsykologi, design och
konst. Mina egna resultat kan nirmast
ses som en mingd hypoteser med
teoribildning som behover bekriftas
av manga fler studier i olika kontexter
och med médnga forsokspersoner.

Och hon fortsitter:

— Till de idéuppslag jag har nu
hor att studera betydelsen av belysta
viggar i relation till energibesparing,
att skriva en review 6ver kvalitativ
forskning inom belysningsomradet,
att studera effekten av monsterverkan
genom belysning i stadsrum i relation
till storleksuppfattning, rumsform
och rytm samt orienterbarhet. Och att
studera trygghetsupplevelse i relation
till ljusriktningar.

Marcus Jahnke 4 sin sida ir redan i
full fird med ett nytt projekt.

— Vinnova vill ha ett verktyg som
de kan anvinda for att driva organi-

T h: Anna Perssons avhandling Exploring textile
materials for interaction design.
Ovan: Anna Persson doktorerade vid Textilh6g-
skolan (med inriktning mot Smart Textiles) och har
numera en lektorstjanst p4 samma skola.

sationsarbete. Det skulle jag inte ha
kunnat dta mig att géra innan min av-
handling. Jag hade inte redskapen da.
Projektet, kallat Genuslabbet, star-
tar i bérjan av 2014. Det handlar om

genus och jimstilldhetsforestillningar.

Fragan ir om man kan utmana fore-
stillningarna i organisationer och pa
sd sitt ocksd komma 4t nya idéer och
tankar som kan stimulera innovations-
klimatet.

— Egentligen ir jag inte alls firdig
med den 6vergripande frigan: Om
designens bidrag till innovation och
forandring i samhillet i stort. Nu har
min forskning handlat om féretag men
jag ir vildigt intresserad av desig-
nens mojlighet att bidra till sociala
forandringsprocesser och annat som
giller samhillsutveckling. Det skulle
jag vildigt girna vilja jobba med sd
smaningom.

I en intervju fran tidigare i ar liser
jag att Marcus Jahnkes mal pa lite
langre sikt 4r att kunna paverka EU:s

FOTO: LOTTA JONSON
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policyskapande vad giller innovations-
fragor framover. Och varfor inte...

Lotta Jonson
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Design ar en dynamisk process

esign och innovation hor ihop. Den spridning och det erkinnande av
designprocessens roll f6r utveckling och innovation som finns idag
beror bland annat pa att design har skiftat fokus fran produkt- till
tjinstelogik, vilket bland annat leder till det som industridesigner hivdar; att
design inte handlar om vare sig produkten som sddan eller produktens yta utan
om processen, metoderna, sittet att angripa problem och séka lésningar. Inte
minst har begreppet design thinking”, som Tim Brown, VD fér IDEO Design,
lanserade i en artikel i Harvard Business Review 2008, bidragit till ett genombrott
for insikten om design som process. Som foresprikare for design under manga
ar ir det dirfor glidjande att konstatera det stora intresset fér design hos en ny
generation forskare. Jag var nyligen medlem i en betygskommitté fér en avhandling
pa Chalmers om just Design Thinking as an enabler of innovation (Lisa Carlgren).
Vi har ocks4 i flera nummer av Design Research Journal haft artiklar om “design
thinking” som koncept, dven med en kritisk diskussion om begreppets virde och
frigan om det inte bara ir en “hype” som snart tynar bort. Oavsett om ”design
thinking” ir modeord eller ej har designers siitt att arbeta innovativt vunnit
erkinnande. Det mirks i den forskning kring innovationer och designmetoder som
dger rum bade pa tekniska institutioner och designinstitutioner.
I detta nummer av Design Research Journal publiceras fyra artiklar som
pa helt olika sitt belyser forskningen kring design och innovation, design och
kunskap. Julian Malins och Melehant Nil Gularis artikel bidrar till diskussionen
om universitetens roll att hjilpa smaforetag att bli mer innovativa och dir
designkunskapen spelar en stor roll. Karin Havemoses artikel visar genom
Roland Barthes analys av postern “Encyclopedia” pd den annars svarforklarliga
designprocessen. Ulla Johansson och Jill Woodilla jimfér i sin artikel dels
konstnirers och designers sitt att arbeta, dels art management och design
management. Slutligen lyfter Leon Cruickshanks, Gemma Coupes och Dee
Hennessys artikel fram hur designerns roll férindras i ppna designprocesser (co-
design), vilket stiller nya krav pa designprocessens metoder och verktyg. I dessa
artiklar refereras till begreppet ”design thinking”, vilket visar pa dess spridning.
Jag tror inte det spelar nigon roll fér design som omrade hur linge begreppet
”design thinking” kommer att anvindas. Diremot tror jag att design som begrepp
kommer att 6verleva iven om det utvecklas innehillsmissigt. Design dr en
dynamisk process. Designmetoder fortsitter att vara ett omrade for utveckling
inte bara for designer utan for alla som medverkar i att utveckla produkter och
tjanster, dirfor att sittet att angripa problem, anvindandet av visuella verktyg for
kommunikation mellan olika intressenter i processen, leder till bittre resultat.
Det kommer att finnas stort utrymme for fortsatt forskning och utveckling om
olika aktorers situation och anvindning av design, vilket gor att stindigt nya
metoder provas.
Lisbeth Svengren Holm

LISBETH SVENGREN HOLM
Professor, Textihogskolan,
Hogskolan | Borés, Sverige
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EFFECTIVE APPROACHES
FOR INNOVATION
SUPPORT FOR SMEs

Att tillhandahalla lampligt innovationsstdd till sméa
och medelstora foretag (SMEs) ar en stdende
utmaning. Olika regeringar har en rad initiativ pa
gang - allt fran radgivning, forskning och utveck-
lingsbidrag. Dock ar de underliggande metodo-
logiska ramarna for dessa insatser ofta oklara.
Universiteten har en allt viktigare roll att spela nér
det galler att skapa forstaelse for det ramverk
kring det larande som omger stod for ett béttre
innovationsklimat och genom att tillhandahalla
designledda insatser som foljer ett strategiskt
designtankande.

Denna artikel reflekterar kring de sétt pa vilka
innovationskunskap kan 6verforas till foretagen
baserat pa en konstruktivistisk modell for kun-
skapsutveckling. Utvecklingen av Communities of
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practice som stddjer innovation genom att an-
vanda IT-system har ocksé utforskats. Observa-
tioner har gjorts kring pa de mest effektiva satten
att ge stod till sma och medelstora foéretag, som
tillampar en upplevelsebaserad inl&rningsmodell,
baserade pa forfattarnas erfarenhet att leda och
arbeta inom Centre for Design & Innovation (c4di)
vid Robert Gordon University Aberdeen.

KEYWORDS:

Centres for Design & Innovation, Knowledge
Exchange, Experiential Learning, Trialogical
Learning
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Providing appropriate innovation support to small to me-
dium sized enterprises (SMEs) is an on-going challenge. Go-
vernments offer a range of initiatives from advice, to research
and development grants; however, the underlying methodo-
logical frameworks for these interventions are often unclear.
Universities have an increasing role to play in providing an
understanding of the learning frameworks that surround
innovation support and by providing design-led interventions
that follow a design thinking approach. This paper considers
the ways in which innovation knowledge can be transfer-

red to SMEs based on a constructivist model of knowledge
development. The development of Communities of Practice
that support innovation making use of IT systems is also
explored. Observations are made on the most effective ways
of providing support for SMEs applying an experiential
learning model, based on the authors’ experience of direc-
ting and working within the Centre for Design & Innovation
(c4di) at the Robert Gordon University Aberdeen.

It is often assumed that small businesses or SMEs are enthu-
siastic when it comes to innovation, after all why wouldn’t a
business be concerned about remaining at the cutting edge
of its field continuously looking for improvements in its pro-
ducts or services? However this assumption cannot be taken
for granted. Any form of innovation implies change and a
degree of risk and can also act as a major distraction at a
time when a business may be focused on other priorities such
as maintaining their current market share. In practice the
priority for most businesses is making a profit and as long as
they continue to do so, significant changes that require major
investment or the diverting of resources, or potential restruc-
turing, may be unwelcome. Providing appropriate support

to SMEs for innovation remains a priority for Governments
who recognise the importance of SMEs who account for over
90% of the European Community business turnover (Horn
et al 2009). This difference between SMEs and government
priorities creates a challenge for organisations wishing to
provide design-led innovation support. However the need

for this support has increasingly been recognised by the
European Union as a way of driving innovation (European
Commission 2013) and as a strategic approach to innovation.
This paper considers what are the best ways of supporting
SMEs to engage with innovation especially during a time

of economic stress when they perhaps are often reluctant to
take risks. It considers some of the current approaches for
innovation support for SMEs and examines the issues from a
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knowledge exchange perspective.

The positive benefits of applying design to SMEs (Potter
et al 1991: Roy et al 1986: and Walsh et al 1992), suggests
that design is still not fully conceptualised and exploited by
SMEs (Thenint, 2008). SMEs approach the use of design
sceptically (Brazier, 2004), for many SMEs, engaging in de-
sign is not seen as a priority and the link between design and
innovation is often unclear. Their reluctance is not only due
to their lack of understanding it is also a result of a shortfall
of credibility surrounding designers which may be due to
a tendency for the designer to be a generalist rather than a
domain specialist (Gulari et al. 2013a).

SMEs who recognise the need for innovation may seek
external advice and support if they lack the internal re-
sources to develop innovation in-house (Nieuwenhuis et al.
1999: Rothwell 1984). Government funded business support
agencies will provide helpful advice on how to innovate.
This would generally be based on what may be termed an
‘instructional model” where a mixed group of businesses
will be invited to listen to an inspiring presenter after which
they will be left to internalise and interpret the information
before trying to apply it to their own circumstances. This
might be described as a ‘dialogical’ relationship if follow
up advice is being provided. Alternatively, they may turn to
a design consultancy business, which may provide a new
product or service improvement in response to a design brief.
The disadvantage of this approach is firstly the cost to the
SME and secondly the potential lack of knowledge transfer
in the consultancy-SME relationship. It may also be the case
that the business has no experience of setting a design brief,
which can result in an unsatisfactory outcome (Press &
Cooper 2003: von Stamm 2004).

As an alternative to these two models, ‘instructional’ or
‘consultancy’, we might consider a model based on know-
ledge exchange provided by University supported innovation
projects such as The Box at the London School of Economics
and The Sandbox at the University of Central Lancashire, or
the Centre for Design & Innovation at the Robert Gordon
University in Aberdeen. These ‘innovation labs’/centres bring
together multidisciplinary groups to encourage creative thin-
king and idea generation in support of SMEs (Jolly 2011).
The aim is to provide an understanding of how to bring
about innovation applicable to the SME’s particular context.
The principle might be described as “Give a man a fish; you
have fed him for today. Teach a man to fish; and you have fed
him for a lifetime”.

The following paper considers some of the ways in which
effective innovation support can be provided to SMEs based
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on an experiential learning model (Kolb1983: Beckman

& Barry 2007), which overcomes some of the principle
disadvantages of an instructional approach or use of a design
consultancy. The paper examines the role of Universities
within innovation frameworks and considers some of the key
challenges that affect the innovation relationship. The paper
also considers some IT based developments, concluding by
speculating on future approaches to innovation support for
SMEs.

The most common form of innovation support provided by
Business Support Agencies for SMEs is the one-off event.
The dominant learning model for this type of intervention is
based on the invited ‘expert’ providing the theory followed
by Case Study examples of successful companies who have
succeeded in innovation development. It could be argued that
this has limited value mostly because of the number of SMEs
that can be involved in this process, and secondly because
of the difficulty the SME has when it comes to applying the
information to their own particular context.

The establishment of an Innovation Centre or ‘Lab’
based within a University has the potential to provide a
longer-term relationship between SMEs and advisors,
however many projects only receive funding for a few
years at a time which makes it hard to sustain an extended
relationship. Again the number of businesses that can be
supported is going to be limited. As a way of extending
the effectiveness of the Centre, case studies are sometimes
presented however these are often not of a critical nature,
giving an over-simplified impression of the innovation
process, which in many cases is perhaps considerably more
complex (Gulari et al 2013b). Some of these Centres/ Labs
for example c4di at RGU (www.c4di.org.uk) and the Centre
for Design Innovation at Sligo Institute of Technology in
Ireland (http://www.designinnovation.ie) follow the model
originally developed by the UK Design Council under their
‘Designing Demand’ Programme. http://www.designcouncil.
org.uk/resources-and-events/designers/continued-
professional-development/training-for-designers/designing-
demand/. The Design Council’s programme provided
for three levels of intervention. An initial one-to-many
workshop focused on design opportunities; a more in-depth
one-to-one project focused consultancy of approximately
5 days in duration and a third level concerned with an
extended project development making use of a Design
Associate working closely with an SME over a 12-18 month
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period of time. The programme employs design methods
based on a participatory and collaborative relationship. The
programme has been very successful for those companies
involved. However, its principle disadvantage is its cost

and the relatively small number of companies it is able to
support.

An alternative framework for innovation support funded
through the Technology Strategy Board (TSB), is represented
by Technology Innovation Centres (TICs) (www.innovateuk.
org), (Hauser 2010). The Renewable Energy Centre based
at the University of Strathclyde, Scotland, provides an
example of a TIC. In addition to the TSB initiative the
Scottish Government are in the process of funding the
establishment of several more new sector-specific Innovation
Centres in Scotland (http://www.sfc.ac.uk/newsinformation/
Circulars/2012/SFC0612.aspx).

Scottish examples of TICs are based on proposals
initiated by University research groups led by industry
consortia. This represents a considerable investment (£10M
in 2012 and a further £20M in 2013) however there are a
number of assumptions that underlie these TIC initiatives,
which may be important to question. The first assumption
is that clustering around a particular sector for example
Energy, Food & Drink or the Creative Industries, will
automatically lead to innovation as opposed to Innovation
Centres that are not sector specific but are deliberately cross
sectorial. It could be argued that the bringing together of
expertise across disciplines is more likely to lead to new
pathways to innovation, for example applying micro-
electronics to Life Sciences or sensor technologies to Food
& Drink, or more generally combining the approaches and
expertise from the Creative Industries with the Sciences,
deliberately encouraging cross disciplinarity and challenging
existing paradigms of enquiry. This echoes the philosophy
proposed by Paul Feyerabend (2010) when he offered a
challenge to the existing scientific paradigm in his book
‘Against Method’.

Another implicit assumption inherent in these Centres
relates to the idea that the Centre should be industry demand
led. This assumes that the industry partners will know where
future demand is going to come from, where in practice, very
few industries are sufficiently future-focused to anticipate
society’s future needs. Also, most businesses will naturally
focus on what they feel comfortable producing and will be
unwilling to explore completely new avenues, indeed this
may be unwise from the commercial partner’s perspective
depending on how the company is positioned. A potential
drawback of the TIC model is the possible disconnect



between the needs of end-users and the technology being
developed that may not find an immediate application

and indeed which might be superseded by an alternative
technology before it can find an appropriate use. This is
reinforced by the matrix used to measure the success of the
TICs such as number of patents lodged. Too much emphasis
on the application of a particular technology can obscure the
potential for much cheaper alternatives that might be based
on behavioural change rather than a particular technology
fix, for example an Innovation Centre focused on computer
based solutions might fail to consider lower-tech alternatives
as this would not fit their remit.

There is no shortage of helpful books offering advice on
innovation for SMEs to turn to, however learning about
innovation by reading about it, is always going to be
limited in its effectiveness because of the need to move from
generalisations to specific application in a given context.
Developing opportunities for SMEs to explore ideas
through experiential learning approaches, which involve
learning creative problem solving techniques, may be a more
effective way of developing an understanding of innovation
appropriate to the particular SME context. Bringing together
individuals representing different business sectors within a
workshop situation can provide opportunities for the cross-
fertilisation of ideas. Bringing businesses together from a
single sector however, runs the risk of individuals being
worried about giving their intellectual property away to
other rival concerns. Creating a space that allows for creative
thinking to flourish requires careful planning to ensure that
individuals feel confident in putting ideas forward, hence the
need for non-specific activities to be used within workshops
which may appear to be play-like in nature but which have
a valuable contribution in building a collaborative working
atmosphere. The term ‘serious-play’ (Schrage 2000) has been
coined to describe this type of activity in which adults are
given permission to explore ideas without feeling constrained
by normal hierarchical relationships or feeling judged as
being ‘non-creative’. In his TED talk ‘Build a Tower Build
a Team’ Tom Wujec’s Spaghetti Challenge provides a good
example of a serious play activity. This exercise is designed
to emphasise the importance of prototyping as early as
possible and questioning assumptions http://www.youtube.
com/watch?v=HO_yKBitOSM.

Applying an experiential learning approach has clear
advantages over the instructional approach when the aim is
to promote ‘situationist’ learning (Lave & Wenger 1991). It
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is also important to recognise the nature of what is being
taught. In the example of design-led intervention what is
actually being taught is not a theoretical framework or a

set of accepted facts. The intervention can be thought of as
constructed knowledge based on shared exploration of issues
within a specific context (Bruner 1960). Design methods
may be applied to make the process more effective but the
aim is not to turn all SMEs into design companies, rather
the aim is to develop new perspectives to allow new insights
to be identified. Visual methods used within participatory
workshops are an effective way to overcome communication
issues between discipline specialists, for example the use of
image cards to establish core values of companies who are
encouraged to identify qualities represented by particular
images that they associate with their organisation. This
simple method is used to encourage conceptual non-literal
thinking by participants (Malins 2011).

The role of the innovation facilitator or the designer is
to question the existing assumptions that often lie behind
the way in which the original problem has been framed. The
designer has to be able to acknowledge the human factors,
in particular the users’ emotional responses that make the
difference between a successful or an unsuccessful solution.
Once the problem has been clearly identified the designer’s
role is to reframe the problem trying to avoid existing
assumptions. At this point appropriate technologies can be
sought to provide a solution (Malins 2013).

Universities provide a source of academic knowledge
derived from research and their remits include knowledge
exchange. Increasingly Universities are trying to develop
income streams based on commercialisation of their assets
both intellectual and physical. This can sometimes lead to
potential conflicts of interest between the goals of research
and commercial development and competition between
Universities and commercial providers.

A large part of Knowledge Exchange between
Universities and SMEs is supported by Knowledge Transfer
Partnerships (KTPs) in which an associate is appointed
to carry out a specific project with a company under the
supervision of an academic. However KTPs are not
particularly easy to establish and the number of companies
that can be helped in this way is always going to be limited
(O’Nions 2007). More than 2.5 million new connections
were made between experts and facilitators through
Knowledge Transfer Networks in 2009 (Jolly 2011).

The relationship between funding agencies, industry
and universities is a complex one. Sector specific Innovation
Centres are being funded, but how they are going to bring
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about new forms of innovation is as yet unclear (Malins
ibid). Some are following a technology push approach,
others will have to develop methodologies whilst making do
with the existing infrastructures provided by Universities.
However, generally, University administration structures
which are geared up to provide a quality assurance
framework for students have not been designed for the
consultancy model in mind which can lead to excessive
bureaucracy and an insufficiently agile response to the needs
of companies. The academic timetable does not recognise
the need of the business client who has different goals and
often operates on a different timeframe.

Many SME:s are described as lifestyle businesses, which are
not intended to expand or outlive the original proprietors.
There were 261,000 new business start-ups in the UK in
2011 according to the Office of National Statistics. By
definition these new companies are demonstrating some
level of innovation and as such it may be inappropriate to
encourage further innovation support until the company is
more mature, however it would still be valuable to imbue
these businesses with a culture supportive of continuous
development. At the opposite end of the business cycle,

are businesses that may have a declining market. These
businesses may have left it too late to initiate major change.
In contrast a minority of businesses are highly receptive

to innovation. These are usually businesses which have
included innovation as part of the company ethos and which
welcomes and rewards new ideas for development.

One of the most significant challenges for an SME is
how they bring about a shift in what they perceive as their
core business or main areas of expertise. How do companies
move from an internal view, perhaps an individual’s
perspective e.g. that of the CEO, to an external view? Simon
Sinek (2009) writing in his book ‘Start with Why’ provides
an interesting model which he terms the ‘Golden Circle’
based on the idea that companies that describe why they
are in business, in other words what their core values are,
are likely to be more innovative than those who describe
themselves in terms of what they produce or offer. He uses
the example of Apple, expressing their core value as ‘always
challenging the status quo’, allowing them to shift their
perspective from a computer company to a company that
is known for its innovative design and attention to the user
experience appealing to their customers at an emotional
level. This challenge of moving the company’s understanding
of its own purpose is one area in which external support can
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be most effective.

Buchanan (1992) suggests that the core skills possessed
by designers provide them with a unique skillset that can
be applied to any context. These skills include the ability to
take a new critical position on an existing problem perhaps
because of the way in which designers are able to deal with
ambiguity (Michlewski 2008). Designers have a particular
form of creativity that means they can envision alternative
ways in which a problem may be resolved. This has been
described by Cross (2001) as ‘designerly ways of knowing’.
Design consultancies that offer business innovation support
may apply design methods but may not actually be using
designers. Perhaps the most successful ones are using
multidisciplinary teams with a range of backgrounds and
experience (including psychologists, ethnographers, and
various design specialists). Kelley and Littman (2009) writing
about the IDEO design consultancy describe this idea in
their book The Ten Faces of Innovation. SY Partners
provide another example of a design consultancy with a
multidisciplinary base, offering innovation support (http://
www.sypartners.com/we/the-team/).

One of the difficulties for an SME is to identify sources
of appropriate innovation knowledge. This is partly a result
of the difficulty of being able to articulate and recognise this
expertise, which may be based largely on tacit knowledge
(Polanyi 2009). The result is that somewhat ambiguous
phrases such as ‘design thinking’ are used to describe
whole areas of knowledge and expertise. A further issue
arises from the very different cultures that exist between
Universities and SMEs, resulting in problems of establishing
credibility with SMEs by academics, and recognition of the
Universities’ core competencies by the SMEs. As a result,
communication materials such as websites tend to provide
an oversimplified view of the innovation support, which
does not make it easier for the SMEs to assess whether the
support is going to be appropriate for their needs.

Developing credibility can be improved by developing
a long-term relationship with SMEs or by the designers
providing a more domain specific service (Gulari et al 2013a).
Establishing a set of shared beliefs and recognising the ways
in which decisions are made within the organisation is also
an important factor in establishing an effective innovation
intervention. Initiating a relationship with an SME can
often prove problematic. Impinging on areas of professional
territoriality can result in internal conflict. Without
commitment from the key gatekeepers in the organisation,
for example senior management, the innovation support is
unlikely to succeed, individuals further down the hierarchy



will not be motivated to engage with the process. Achieving
involvement from all levels within the organisation must be a
priority if the intervention is to be successful.

Irrespective of the nature of the business, common
challenges recur, each of which have associated strategies for
providing appropriate solutions. These challenges may be
internal to the business, for example, relating to managerial,
organisational or communication structures which
reflect behavioural issues or external challenges such as
competition, legislation and changing customer needs. Given
sufficient examples, it suggests that an approach based on
Case Based Reasoning (CBR) might provide a starting point
for how some of these issues can be approached. CBR is a
field of computer science, which uses algorithms to provide
solution predictions based on previous examples.

Much of the innovation support available to SMEs
relies on a one-to-one relationship between the provider
(advisor) and the SME (recipient). Whilst this may be very
effective, it is always going to be limited by the number
of advisors and the time it takes to create the one-to-one
relationship. Developing web-based applications that can be
used to extend the reach of the advisory process has clear
advantages. It brings the possibility of involving customers
(end-users) into the innovation process creating a trialogical
learning relationship. Trialogical learning is based on a
constructivist model of knowledge development where
learning draws on prior knowledge, is constructed (rather
than passively assimilated), and takes place within a social
context. This is a ‘situationist’ model of learning (Greeno,
1998), which refers to knowledge situated in activity and
dependent upon social, cultural and physical contexts
(Gibson, 1977). Adopting a situationist model of learning
may be a more effective way of creating a deeper engagement
with and ownership of learning. Developing ‘communities
of practice’ (Lave & Wenger, ibid) within the framework
offered by new media can lead to interaction between
individuals (or groups) who develop ‘shared objects’ (actual
or conceptual) that mediate a specific type of knowledge
generation. This concept is being pioneered within the Food
& Drink Industry where businesses have addressed customer
concerns relating to food provenance creating a much closer
relationship between customers and producers. http://
provenancesupply.co.ukwebsite.

Another fast growing movement relying on Internet
connectivity is the ‘Open-Innovation” movement, which is
similar to the Open-Source movement in which programmers
exchange code on a non-profit making basis. These open-
innovation websites provide an opportunity for accessing
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a global audience of potential innovators. Increasing
connectivity and the use of mobile computing has potential
to support whole new classes of objects that are either made
or adapted in response to the sharing of information.

The use of the Internet to establish an on-going
relationship between manufacturer and customers allows
for the exchanging of information about the performance
of an object and the changing uses that it may be put to.
This is very different from the normal form of transaction,
which is essentially a one-off occurrence. The establishment
of this continuing dialogue has potential for a number of
benefits including a source of information on which to base
new product development and ways in which value can
be added to objects throughout their lifetime thus helping
to make products more sustainable. Our consumer habits
allow us to identify other likeminded individuals, building
on the notion that our consumer habits are in effect ‘tribal’
(Dixon 2005). For example buying Apple products allows us
to join the ‘Apple tribe’, which defines us as part of a design
conscious IT savvy tribe. Shared information based on Social
Networking allows us to form new networks of enthusiasts
or informed users, who can provide a useful source of
information for identifying opportunities for incremental
improvements.

Future models of innovation will inevitably make more
use of web-based platforms supporting open-innovation
and the use of Social Networking to fundamentally alter the
relationship between end-users and providers.

Universities have an important role to fulfil in supporting
SMEs with their efforts to innovate and it is important that
this role is clearly understood and shared. Universities are
very good sources of knowledge both for innovation and
learning frameworks which can support effective experiential
approaches. The University’s role is to empower through
learning and knowledge exchange. The aim should be

to develop innovative cultures within SMEs rather than
providing specific design solutions, which may be better left
to design consultancies.

Design teaching has always adopted an experiential
approach, which is appropriate for the type of learning
required by the majority of SMEs who need to be able
to apply the knowledge directly to their own situation.
Drawing on design methods which encourage a shift in
perspective, provides an effective way to deliver innovation
support to SMEs. Unfortunately there is still considerable
misunderstanding as to what design represents to SMEs.
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Developing clearer definitions for terms such as ‘design
thinking’ is a necessary prerequisite for improving the
relationship between Universities and SMEs.

Much of the innovation support that is presently
available to SMEs is ineffective in bringing about sustainable
innovation, as the learning models do not allow SMEs
to apply the learning to their own context. A model of
knowledge exchange based on experiential situationist
learning is most likely to provide a pathway to sustainable
innovation for SMEs.
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Drawing on data from two projects where artists used their
artistic competence as organizational change facilitators, we
argue for a theoretical coupling of the discourse(s) of design
thinking to research streams within art-and-management.
The artistic dimension of design, the practice perspective
and the artistic process should be considered if we are

to understand the full potential of design thinking for
companies.

This paper describes two artistic intervention projects
that highlight valuable ways artists can contribute to
organizational innovation and change. We begin with the
theoretical frame of reference and a short methodological
statement, followed by the empirical material. In the
analysis section we point to ways in which such interventions
are similar to ones led by designers when we consider the
designer’s process as individualized and contextualized.
Finally, we draw conclusions.

Our theoretical framework is multidisciplinary in that our
area of interest intersects design, art, and management/
organization theory. Here we present relevant academic
areas, shown schematically in Figure 1.

MANAGEMENT/ORGANIZATION
RESEARCH
* Innovation

DESIGN
Artistie™, MANAGEMENT

DESIGN
RESEARCH
“Designerhyg
thinking”

ARTISTIC
".I* RESEARCH

Figure 1. Theoretical Frame of Reference
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Design can be understood in different ways: as deliberate
human creation to change reality into a preferred one
(Simon 1996); as a reflective profession (Schén 1983); as the
resulting artifacts, a design history perspective (Forty 1992);
as an open process that is individual for every designer, yet
with common characteristics (Cross 2011, Lawson 2006),
or as the creation and re-creation of meaning (Jahnke,
2013 Krippendorff 1998, 2006, Verganti 2006, 2008). These
academic discourse streams have different epistemologies
and lead to different approaches to understanding design
thinking (Johansson-Skoéldberg et al 2013).

In this paper we consider design and designers’ work as
meaning-making, a perspective that draws attention away
from the artifact as such, and directs it to the emotional
relation — or sense-making — that occurs between the
human being and objects of different kinds. The designer
may still design artifacts, but the meanings other human
beings bring to these artifacts are a vital part of the design
process. Considering the designer as a meaning creator leads
to regarding him or her from a hermeneutic perspective
where meaning and interpretation are at the core (Alvesson
& Skoldberg 2009). However, design is not only a matter
of interpretation of something existing, but also active
creating, a profession conducted in a workshop rather than
taught only through books or lectures. It is a competence
or knowledge-in-action (Dreyfus & Dreyfus 1980) rather
than cognitive knowledge, and is therefore best understood
through a practice perspective (Bourdieu 1977).

Design management relates to activities concerned with
managing the design process within a company. At first
practicing designers used traditional management concepts
when trying to explain “design”, but when the CEO of the
world’s largest design company, IDEO, introduced “design
thinking” as “shorthand” for what designers do (Brown
2008, 2009), the concept and corresponding practices were
embraced by managers, allowing designers to present their
own vocabularies and ways of working. Early cases of
companies using a design thinking perspective (Rae 2008),
and successes at the operational level (Martin 2011) were
accompanied by toolkits (e.g., Leidtka & Ogilvie 2011).
Like the discourse of designerly thinking, management-
related design thinking has a number of different origins
and expressions depending on the audience (Johansson-
Skoldberg et al 2013). Along with others (e.g., Kimbell
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2011, Rylander 2009), we are concerned about the lack

of scholarly attention to the management-related design
thinking discourse, and the need to remedy this if design
thinking is to develop its theoretical grounding and practical
application.

Various forms of art, from visual arts and architecture to
performing arts and literature, may be created for different
purposes, ranging from communication to an expression of
the imagination to entertainment or healing. In fine art there
is no purpose except engagement in an aesthetic experience
(Dewey 1934). Like design, art as produced by artists is a
practiced discipline (McDonnell 2011), with clear research
streams related to the various forms. Common to all artists,
regardless of their specific technical expertise, is an artistic
process involving the four discrete aspects of discovering
the subject, sensing an audience, searching for specifics, and
creating a design (Apps 2007).

We recognize, and take as our position in this paper,
similarities and differences between the artistic process and
design thinking. Similarities exist in the processes used for
identifying and getting to the bottom of a problem though
searching out new or alternative ways of dealing with its
components. Differences are based in the more scientific or
analytical logic of design while the artistic process is more
intuitive and emotional.

Art-and-management, unlike design management,
originated within academia, with theorizing related to
organization theory. The discourse has developed along
themes of recognizing emotions and senses as part of
organizational life (e.g., Guillet de Monthoux 2004, Strati
1999, Hatch 1999), making metaphorical connections
to artistic practice (Vail 1989), and forming links with
leadership (Steed 2005) and entrepreneurship (Daum 2005).

Within the art-and-management literature there
are many suggestions and case examples of arts-based
learning in business, when leadership or organizational
development practitioners use artist’s tools for individual
or organizational learning, development or organizational
change (Nissley 2010), or in management education (e.g.,
Nissley 2002). Quite separate are considerations of arts in
business, the exhibition or performance of artistic work in
corporate or workplace settings for display or enlightenment,
or the business of art as the funding, locating, and managing
displays or performances of arts for pleasure, entertainment,
or economic gain.

Artist in residence programs include a wide range of
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opportunities where artists and other creative people take
time away from their usual environment for reflection,
research, presentation or production, or interactions with
others, enabling cultural exchange and mutual growth (e.g.,
Harris 1999). Closely related are artistic interventions,
defined by Berthoin-Antal (2009:4) as

a wide range of short- and long term forms of bringing

people, processes, and products from the world of

the arts into organizations. ... to intervene means

to come between, to involve someone or something

in a situation so as to alter or hinder an action or

development. Intermediary organizations, artists, and

host organizations define the nature of the interaction,

e.g., collaborative, provocative, entertaining, or playful.

Various accounts exist of artistic interventions in
the UK, US, and Europe, including the ARIS project in
Sweden (Styhre & Eriksson 2008), forerunner of the project
described here. The projects were diverse, involving artists
from different areas in contact with different sized groups of
employees, and had varying success. In many, outcomes cited
were intangibles in the form of different ways of thinking
and doing with little business evidence of impacts.

Although the academic discourses of design management
and arts-in-management show little epistemological
resemblance, there are many practical similarities. Both
rely on a merger of knowledge from the faculties of art
and of management. Art and design differ in the way that
design is more purpose oriented and thereby could be seen
more as applied art than as art in itself. Both art and design
practice are taught in studios where individual learning
and emotional inclusion are recognized. If the relationship
of design with art is removed, it is no longer design, only
technology/production (Johansson & Svengren-Holm 2008).
Design deals with aesthetic relations and the senses of
human beings, which are at the core of art, yet there appears
to be a rift between design and art in our culture (Coles
2005).

Innovation provides one connection between
management and design, in particular through the use
of design and design thinking. Design-driven innovation
became fashionable through Kelley’s (2001, 2005)
descriptions of IDEQ’s practices, Verganti’s (2006)
presentation of Italian designers, and numerous examples
in the business press. Here we extend our understanding
of “innovation” to encompass innovative organizational



change and development initiatives, as shown by Jahnke
(2013). Organizational change has long been a theme of
organizational theory, with organizational innovation
consistently defined as the adoption of an idea or behavior
that is new to the organization (Hage 1999). These
frequently include changes in organizational culture, as the
shared knowledge, values, meanings, and the “unconscious
mental models” of organizational members (Smircich 1983).
Prior research in artistic interventions suggests that some
artistic interventions produce lasting and possibly innovative
cultural changes, in addition to changes with immediate
economic impact (Darse 2004, Reaves & Green 2010).

Metaphorically, designers have one foot in artistic work and
one foot in production or technical implementation, thus
designers are artistic and something more. Their artistic
competence becomes clearer when considered in relation to
artists working in similar processes. Confronting an initial
indeterminate problem as “the blank canvas”, sketching as
visualization or prototyping, and reflection in action are
aspects of the work of both artists and designers, and also
the most basic elements of design thinking.

The above literature review suggests that the discourses
of art-and-management and design management each deal
with interventions from artists and/or designers and that
these interventions have implications that are interdiscursive
in the sense that they affect organizations in ways that are far
from restricted to traditional design or art perspectives. Both
artists and designers can affect organizational culture and
work processes, even if their work is not explicitly directed
towards those areas: an artist works through emotions to
create an experience, while a designer communicates that
something exists for a purpose. Rather, the value of design
and artistic interventions may be the side effects of the
artistic work done.

The organizations, their goals, and artists are shown in Table 1 below.
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Methodology

The empirical material comes from two Swedish projects,
the KIA initiative (Kreativa Innovationer i Arbetslivet

or Creative Innovation in Working Life) that are part

of a larger European study of artistic interventions in
working life. Researchers used a combination of qualitative
methods, including informal conversations with company
representatives at KIA conferences, and telephone interviews
with the CEO, participants, and artists involved in each of
the projects. The interviews were recorded, transcribed, and
analyzed using an inductive and reflective method similar

to grounded theory analysis (Glaser & Strauss 1967). All
the work was conducted in Swedish. Here we analyse the
empirical material using our theoretical framework and
provide examples and quotations as illustrations for our
arguments.

TILLT and its Role

The projects were established by TILLT (www.TILLT.se/in-
english/), an organization that produces artistic interventions
in organizations (the discipline can be any artistic form:
dance, theatre, music, literary or conceptual), leading to
both the artist and organization members rethinking what
they do, why they do it, and how they work or operate,
which is a key to development.

A member of TILLT, called a process leader, worked
with organization leaders and their goals to develop a
statement of need (“the challenge”) then appointed an artist
based on an assessment of fit between the organization and
artist (See Table 1). The artist used his or her competence to
develop and manage the process in the organization, with the
process leader providing support as needed. Projects lasted
between 7 and 18 months. The organization’s CEO evaluated
the results and outcomes.

Organization Organization’s goal

Artist’s challenge
(Developed by TILLT & organization)

Artist selected by TILLT

1. Pomona Balance
Provides HRM services
for businesses.

To give employees more
power and creativity.

(1) Develop materials that present and clarify
Pomona’s services for staff and clients - film,
print or experiences (2) Start a process to update
Pomona’s stated values in order to better market
all of Pomona’s activities and services.

Martin Bronze, magician
and filmmaker.

2. Regional Newspaper To reach new audiences.

(1) Reach new groups of readers (women and
young people 20-40) (2) Develop sports and
news pages (3) Develop the newspaper’s look
and content.

Linn Greaker, visual artist
and web designer.
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The Projects

The organizations appear to have few similarities, and
project goals differ, though both deal with communication
or cultural development on a group level. However, the
details below show that the outcomes are much more alike.

1. Pomona — a magician/filmmaker
works with company values.
The magician/filmmaker thought the employees “were using
their heads too much”. “We think about processes and ...
we talk and talk.... So the artist thought we needed to work
with the body, so that became the essence of the whole
thing”, said one of the participators. The artist therefore
started with some simple exercises, “to release and be free”.
Initially the company wanted to make videos for their
website about how their values show in their work. But after
a few meetings participants realized that it was not necessary
to film their work. Instead they worked with their artist as
if they would make a film: working with role-playing and
building crowd scenes based on their values. For example,
one of their value principles was about ‘meeting all where
they are’, meaning everyone should be acknowledged and
treated with the same respect, whether it was an electrician
or a customer or an employee. This is how one of the
employees described it:

We made scenes such as, ‘how we meet an alcobolic, or
a dark-skinned stranger, or a very wealthy person, or an
impoverished person.’ In the different scenes we were
testing company values against our own internal images,
so we are able to deal with prejudices. We played some
exaggerated scenes. We had to feel what it is to be a low
status person - what is low status for us? So, we had

to visualize it, or try to show it to each other. How did
we look? How did it feel? There were plenty of these
exercises.

At the end they had a day when everyone tried the
different exercises. According to the CEO:

We laughed so much together, and perhaps the greatest
benefit, we were clearly connected to each other even
more. Now we have new energy, joy, and permission to

be playful.
After the project ended employees continued to use

role-playing as a problem solving method. In this way they
became capable of seeing the situation and the problem in
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a new perspective and thereby also capable of creating new
solutions:

When we are stuck in a situation and don’t know how to
solve it, we ask a colleague to join us in role-playing to
find new solutions.

The project was innovative in two ways: with the help
of the artist, employees discovered new tools for their
professional work and learned how to gain more energy from
having fun together. The latter could maybe be classified as a
cultural innovation, as new ways of behaving that were both
accepted and encouraged.

2. A web designer-artist helps a newspaper innovate

and find new target groups

This intervention concerns a newspaper that wanted to

reach their target group of those who ordered subscriptions,
“women 25-40 years old”. Employees also knew they
communicated more effectively with elderly people than with
younger ones. One of the participants described the process:

We met with the artist/web-designer each week. First

it was about how to ‘open the senses’. We had to do
different things -- all kinds of things. We could choose
images to show different characteristics, or we could
paint or draw ourselves and describe things. We went out
and about with cameras to use them for different tasks,
and so on.

After a month we started to talk about what we could
do with our product to improve it. The only thing we'd
already decided was that we should appeal more to a
specific audience, women ages 20 to 40, ...and .. we are
sometimes a bit old-fashioned. .... So, that was what

should be improved.

We talked a little about how we could do it, and our
positioning to make a fresher newspaper. We did some
survey research on the town, asking what people thought
about the newspaper and so on. We discovered that

most people liked the newspaper - but it scored high on
giving an archaic impression. We continued with identity
studies of the type: If you had to give the newspaper
names and ages as a person - whose name and age would
you give? And if the newspaper was food - then it was
home cooking. What animal did the newspaper resemble
- a Saint Bernard dog!



But we came to some answers. Page two was incredibly
dull and not read by many. Instead we decided to

have some lighter material on that side, called ‘the
chronicles.” We hired some skillful young women writers
to write about different themes: children, sex education,
entertainment, and the environment- things we learned
were important issues for women. We've added some
lighter material, such as amusing events, photos from
readers, surveys, and questionnaires. We linked it to our
Facebook page where we write about things separately
from the newspaper and where we get a lot of opinions.

We keep working to try to expand the news and
introduce a new angle, what happened but adding

some additional items, and giving the story more life by
putting people in focus. We are trying to be a little more
alert, become fresher. We have accomplished a strategic
move. Qverall, there has been an improvement, certainly

a facelift.

The newspaper employees have also started a more
structured way of holding meetings. Every morning they
have a short meeting when they plan the work of the day,
and one day each week they have a longer meeting when they
plan for the long run. It has helped create more order and
be more proactive, they say. This is probably not what you
primarily expect from an artistic project - that it will create
order and more anticipation. But here they have found that
“it is easier to be creative if you have a base to stand on, so
you know what you have to fall back on”.

The CEO identifies three major benefits: First, innovation
-the newspaper has become more attractive to younger
readers; second, cohesion - the group was strengthened in
working together, and third, they have become braver - “we
dare to try more ideas. Before we killed ideas when we sat
and discussed. Now we often test and see. It may not work
every time, but we’ve tried it. We’re braver like that.”

Here there has been an innovation in the product and also
in ways of communicating with the customer. While these
are not “new to the world” innovations, they are markedly
different from former practices in the company, and are
certainly considered innovative by those who work there.

Summary of the Artistic Interventions

At the beginning almost everyone involved asked, “What has
working with an artist to do with our organization?” and
early stages of the projects were described as “messy”. Some
projects began with a meeting that provoked participants or
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discussed issues unusual for work. As time went by, working
with the artist became more “natural”, the projects ended in
a company-wide event where participants demonstrated their
learning and engaged other members of the organization in
their new ways of working.

According to the respective project leaders, both projects
met their goals. Tangible results were achieved in the reper-
toire of role-plays created at the HRM-services company,
and the changing focus of the newspaper. Results were also
described as “creating more energy and laughter”, “access to
our creativity”, or “more courage and insight”.

The process and changes were not of the type typically
described in management and organization theory, but more
in line with Strati’s (1999) observation that organization
theory has no smell, taste, sound or other sensual
dimensions, while organizations in real life are full of them.
The interventions, while clearly related to organizational
development with the artist acting as consultant, are more
aptly described as artistic interventions. Many participants
credited their artist with having particular skill in guiding
the process.

Here we analyze the cases using elements of our theoretical
framework.

Innovations

The two projects resulted in innovations in products, services
or changed organizational processes. Results from the
artistic interventions are not “artistic” or directly related to
the artist’s field. However, in addition to changes in specific
ways of working or communicating, participants came away
with some more general creativity or ways of working with
an open process orientation. From the organization’s point
of view, social innovations with increased creativity and
enthusiasm were as important as product or process changes.

Artistic Process

Each artist used his or her process knowledge and artistic
competence perspective at three levels. First, they used
their technical competence, not directly, but for purposes
of the intervention at hand. At an underlying level, the
artist used his or her abstracted competence to build trust
so that participants would fully engage in the activities. At
the most basic level, the artists used what we call an open
process orientation, practiced by all artists, by relying on
their emotion in the moment as the intervention developed to
guide participants and the process.
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Artistic interventions in organizations can be similar to the
interactions of designers when they bring “design thinking”
into a company. We therefore propose that the discourses of
artistic interventions and design thinking are intellectually
similar, leading to theoretical awareness of similarities in
the competences that designers and artists bring into the
company. This ensures that the artistic component is always
a part of designerly work.
Comparisons between the characteristic of artistic
interventions and design interactions in companies show:
N Both introduce a more general creativity to
individuals, thereby enhancing the creative culture of the
organization.
N Both are process oriented, working with a
combination of open and structured processes, and
give organizations an experience of how to handle an
open process, something that may be taken for granted
in the artistic world but alien for many technicians and
managers.
N Both introduce new activities (tools) and new ways
of working/thinking/approaching problems by focusing
more on opportunities than on analysis.
N Each artistic intervention had a number of levels. The
workshops were somewhat related to the artist’s specific
skill, and about learning how to focus or how to find
new approaches to problems or opportunities, or about
organizational change as a form of innovation. Design
thinking interactions include many of these aspects.
N An important part of a successful intervention is the
selection of the designer or artist to lead the process.
In this study TILLT played a “matchmaking” role in
clarifying the organization’s challenge and selecting
the artist. This process was quite different from the
traditional way in which managers select designers
directly from a design consultancy: the manager presents
the problem to the designer and they establish the brief
together. The “matchmaking” role may be essential when
the artistic competence does not have a direct correlation
with the problem or challenge of the client organization.
Further research is needed determine the extent to
which it exists or would be beneficial for design-led
intervention.

We consider both artistic and design interventions as
deliberate ways to make the company more creative by
using the “tools” or competencies from these professions,
although the tools are not as important as the results. In
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such situations we often speak of a designer bringing “design
thinking” into a company. Thus “design thinking” could be
understood in a similar way when an artist enters a company
to facilitate an intervention.

We now ask, “Why is there no link between artists and
designers in the context of design thinking?” The relation
has seldom been discussed or mentioned: art and design
belong to two different traditions, and art-and-management
and design management even more so. Consequently, there
has been little cross-disciplinary research. However, we
believe that examining design thinking opportunities as
artistic interventions will strengthen our understanding of
the process.

Apps, L. (2007) Artistic process Doctoral dissertation,
Simon Fraser University

Alvesson, M., & Skoldberg, K. (2009) Reflexive
methodology. London: Sage

Berthoin-Antal, A. (2009) Research framework for evaluating
the effects of artistic interventions in organizations.
Retrieved Jun 21, 2012, from
www.creativeclash.squarespace.com.

Bourdieu, P. (1977) Outline of a theory of practice.
Cambridge: Cambridge University Press

Brown, T. (2008) Design Thinking. Harvard Business Review,
86(6), 84-92

Brown, T. (2009) Change by design. New York:
HarperCollins

Coles, A. (2005) On art’s romance with design. Design
Issues, 21(3), 17-24

Cross, N. (2011) Design thinking. Oxford: Berg

Darse, L. (2004) Artful creation. Frederiksberg:
Samfundslitteratur

Daum, K. (2005) Entrepreneurs. Journal of Business
Strategy, 26, 53—57

Dewey, J. (1934) Art as experience. New York: Minton, Balch
& Co.

Dreyfus, S., & Dreyfus, H. (1980) A five stage model of the
mental activities involved in direct skill acquisition. Berkley:
Distribution

Forty, A. (1992) Objects of desire. New York: Thames &
Hudson

Glaser, B. & Strauss, A. (1967) The discovery of grounded



theory. Chicago: Aldine

Guillet De Montoux, P. (2004) The art firm. Stanford:
Stanford University Press

Hage, J. (1999) Organizational innovation and
organizational change. Annual Review of Sociology, 25(1),
597-622

Harris, C. (1999) Art and innovation. Cambridge: MIT Press
Hatch, M. (1999) Exploring the empty spaces of organizing.
Organization Studies, 20, 75-100

Jahnke, M. (2013) Meaning in the making. Gothenburg:
ArtMonitor

Johansson, U. & Svengren-Holm, L. (2008) Moten kring
design. Lund: Studentlitteratur

Johansson Skoldberg, U., Woodilla, J. &

Cetinkaya, M. (2013) Design thinking. Creativity and
Innovation Magagement, 22, 121-146

Kelley, T. (2001) The art of innovation. New York:
Doubleday

Kelley, T. (2005) The ten faces of innovation. New York:
Random House

Kimbell, L. (2011) Rethinking design thinking: Part I. Design
and Culture, 3, 285-306

Krippendorff, K. (1989) On the essential contexts of artifacts
or on the proposition that “Design Is making sense (of
things).” Design Issues, 5(2), 9-39

Krippendorff, K. (2006) The semantic turn. Boca Raton:
Taylor & Francis

Lawson, B. (2006) How designers think (4th ed.) Oxford:
Elsevier

Liedtka, J., & Ogilvie, T. (2011) Designing for growth. New
York: Columbia Business School Publishing

Martin, R. (2011) The innovation catalysts. Harvard
Business Review, 89(6), 82—-87, 136

McDonnell, J. (2011) Impositions of order. Design Studies,
32,557-572

Nissley, N. (2002) Arts-based learning in management
education. In Wankel & DeFillippi (Eds.), Rethinking
Management Education for the 21st Century (pp. 27-62).
Greenwich, CT: Information Age Publishing

Nissley, N. (2010) Arts-based learning at work. Journal of
Business Strategy, 31(4), 8-20.

Rae, J. (2008) Design thinking. Business Week. Retrieved
June 26, 2012, from www.businessweek.com/innovate/
content/jul2008/id20080728_623527.htm

Reaves, J., & Green, D. (2010) What good are artists?
Journal of Business Strategy, 31(4), 30-38.

Rylander, A. (2009) Design thinking as knowledge work.
Design Management Journal, 4(1), 7-19

forskning

Schon, D. (1983) The reflective practitioner. New York: Basic
Books

Simon, H. (1996) The sciences of the artificial (3rd ed.)
Cambridge: MIT Press

Smircich, L. (1983) Concepts of culture and organizational
analysis. Administrative Science Quarterly, 28, 339-358
Steed, R. (2005) The play’s the thing. Journal of Business
Strategy, 26(5), 48-52

Strati, A. (1999) Organizations and aesthetics. Thousand
Oaks, CA: Sage

Styhre, A., & Eriksson, M. (2008) Bring in the arts and

get the creativity for free. Creativity and Innovation
Management, 17, 47-57

Vail, P. (1989) Managing as a performing art. San Francisco:
Jossey-Bass

Verganti, R. (2006) Innovating through design. Harvard
Business Review, 84(12), 114-122

Verganti, R. (2008) Design, meanings and radical innovation.
Journal of Product Innovation Management, 25, 436—456

Swedish Design Research Journal 2|13 47



LEON CRUICKSHANK
Reader in Design,
Lancaster University,
Storbritannien

GEMMA COUPE
PROUD Design Manager Co
Lancaster University, [

Storbritannien

Co-Design:

DEE HENNESSY

g signer,

saster University,
Storbritannien

FUNDAMENTAL ISSUES
AND GUIDELINES FOR
D ES I G N E RS Beyond the Castle Case Study

| denna artikel beskrivs ett projekt med hog
profil som handlat om att aterskapa ett stort
gronomrade i hjartat av staden Lancaster

i Storbritannien. Detta samarbetsprojekt
involverade professionella formgivare, men ocksé
2 500 personer varav 700 spelade en aktiv roll

i designprocessen. Projektet utgér grunden for
en diskussion om hur en serie av handelser
anvants for att hjalpa deltagarna att na sin fulla
kreativa designpotential nar det géller att arbeta
tillsammans.

Fran denna fallstudie &r det mojligt att fortséatta
att utveckla ett ramverk av rekommmendationer
for att hjélpa designer att reflektera 6ver sin
normala yrkesutévning och hur de maste verka
inom ett projekt dar anvandarsamverkan bor

48 Swedish Design Research Journal 2|13

AV LEON CRUICKSHANK, GEMMA COUPE & DEE HENNESSY

leda arbetet framéat. Dessa rekommendationer
syftar till att maximera nyttan av denna strategi
och producera ett gott designresutat. Ramen for
projekt av denna karaktar har utvarderats i en rad
internationella workshops i Storbritannien, Belgien
och Nederlanderna.

Keyworlds:
Co-Design, Knowledge Exchange, Participatory
design, Public Sector, Public Engagement

LiU E-Press DIO: 10.3384/svid.2000-964X.13248



In this paper we describe a high profile project to reimagine
a large green space in the heart of the city of Lancaster
in the UK. This co-design project involved professional
designers, but also 2500 people with 700 of these making an
active co-design contribution. This project forms the basis
of a discussion of how we used a series of events to help
participants reach their full creative co-design potential.
From this case study we go on to develop a framework
of recommendations to help designers reflect on their
normal practice and how they need to operate within a co-
design project. These recommendations seek to maximise
the benefits of this approach and produce good design
outcomes. This framework has been evaluated in a series
of international workshops in the UK, Belgium and the
Netherlands.

Co-Design is a well-established approach to creative
practice, especially in the public sector. It is often used as an
umbrella term for participatory, co-creation and open design
processes. In fact following Sanders’ position (E. Sanders &
Stappers, 2008) we would argue that co-design is a subset

of a wider notion of co-creation. Co-Design has its roots in
participatory design developed in Scandinavia in the 1970s
and in the seminal ‘Design Participation’ conference held by
the Design Research Society in the UK in 1971 (E. Sanders &
Stappers, 2008)

We are currently seeing a transformation in design
studies, processes and methods that is placing a new
emphasis on co-design. This is fuelled by an erosion of the
designer as the gatekeeper between means of production
and consumers, this is evident in the spread of rapid
manufacturing technology (e.g. 3D printing) but also in the
popularity of services to ‘design your own’ company web
site. In these and many other cases the designer’s role as an
intermediary between the means of production and the ‘user’
is becoming less pronounced. The move to make design more
strategic by people such as Roger Martin (Martin, 2009)
but also a move to go beyond a tokenistic engagement with
non-designers involved in design projects (Lee, 2008). In
this paper we use the definition used by both the UK Design
Council and The European Design Leadership Board in
their report ’Design for Prosperity and Growth’. They both
define co-design as: A community centred methodology
that designers use to enable people who will be served by a
design outcome to participate in designing solutions to their
problems. (Koskinen & Thomson, 2012)
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In practice Co-design approaches vary greatly from being
close to consultation and information gathering to facilitat-
ing people in generating their own ideas and solutions.

For example, scenario techniques can be used to identify
the interests of different stakeholders, enabling them to
participate in different stages of planning and design (Tress
& Tress, 2003). To ‘accommodate a non design orientated
population’ the use of visualisation co-design techniques is
well documented (Al-Kodmany, 1999, Sanches & Frankel,
2010) .

Co-design processes have also been known to fail, for
example ‘the process failed at the stage of active participa-
tion of the citizens’ due to unimaginative methods to engage
citizens in the co-design of an urban square in Ypzgat, Tur-
key (Dede, Dikmen, & Ayten, 2012).

As a response to this, interesting, innovative, open,
co-design processes are emerging. Lee highlights the gap
between sociological research conducted by ‘outsiders” and
contributions made by ‘insiders’. Professional designers
in co-design often use toolkits that allow them to form
a process that enables others to be creative in their own
way (Lee, 2008). Using social networking technologies
new approaches such as online ‘city-citizen’ projects are
emerging where a software infrastructure takes on the role
of the ‘Urban Mediator’ (Botero & Saad-sulonen, 2008), a
response to bottom-up city led innovation, which were ‘often
not provided by the city administration or connected to it’
(Botero & Saad-sulonen, 2008). This contrasts with story-
telling approaches used to co-design public environments
and services in Helsinki which focus on metropolitan railway
experiences (Mattelmaki T & Vaajakallio, 2012a)

The long-term benefits of co-design have been recognised
for example in the Demos international survey on co-design
(Bradwell & Marr, 2008), and more specifically in the deve-
lopment of a building standard in Norway. After twenty five
years the inclusive design co-operation between the muni-
cipality and the organisation for disabled people has led to
reshaped recreation areas which are better for all, and a new
building standard that is attracting international interest
(Co-design in Smart Cities, a guide for municapalities from
Smart Cities, 2011).

The Beyond the Castle (BTC) case study described here was
part of a larger European project looking at how co-design
can help communities improve public spaces. This larger
project called PROUD (People, Researchers Organisations
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Using co-Design) is funded through the EU by a program
called INTERREG IV.

Our aim in BTC working with a group of designers was
to create a ‘scaffolding’ which enabled people with a very
broad range of experience and expertise to have a creative
(not just informational) input into the design process (E. B.
Sanders, 2002).

This required both flexibility and strong support, flexi-
bility was required to allow creative input in many different
forms, not just in the traditional ways designers are trained.
So, for example, participants did not have to be able to
visualise ideas for them to be given value, flexibility was also
required to enable disparate contributions to meaningfully
connect to each other. Finally flexibility was essential to al-
low for the whole picture to change over the duration of the
project.

Structures of support were needed to give the process
forward momentum as it is much easier to be creative when
there is something to respond to, rather than the intimidating
challenge of a blank page. The overall emphasis BTC placed
on flexibility was quite risky, as the quote below demonstra-
tes, for the council really taking the openness seriously (while
still making a concrete outcome feasible) made the designers
we employed, the council stakeholders and other professio-
nal groups uncomfortable.

As one City Council public realm officer said,

‘It was quite difficult, but when I got the understanding,

could see where the potential was. We tend to say this

was the leap of faith, it doesn’t sit very well within the

Council, because we’re used to having set outcomes and

controlling it and obviously we’re answerable to the

public, so normally we would say right, we’ll spend six
months on this and this is what we’re getting at the end’,
and there was a massive leap of faith for this, which was
quite obvious mid-way through when certain partners
had to step back and just go right, we trust you on this,
you’re going to produce something for us that’s going to
work’, and just run with it’

This tension was also reflected by our designers who
found the lack of control inherent to the co-design proces-
ses we were using to be highly challenging. For example this
comment was taken from an interview with Lotte Van Wulff-
ten Palthe, one of the co-designers employed by PROUD for
BTC.

‘I'm finding it difficult and I want to test what for me is

the limit or the boundary when I still think it’s design. |

think it still is after doing this project now, it’s just that
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it’s that part of design that we’re creating objects that
are aesthetically really well thought out but that’s not the
issue that we’re facing at the moment, that’s not really
important, so that’s not what I want to focus on, because
it’s not fulfilling’.

Further, Andy Walmlsey, a experienced designer but
someone new to co-design said ‘Oh man, the first few
weeks were really tough, I kept jumping in with ideas
and trying to control conversations the way I would
normally do with a client. It took me a while to get

to grips with the openness of co-design. I still find it
difficult now to be honest but the results are there to see,
there is a lot of good stuff in the exhibition’.

We were aware that this would not be an easy project for
any of the participants, partly because we were looking to
stretch our collective understanding of co-design. Also as we
will see towards the end of the case study, moving people out
of their comfort zone was an essential component in the suc-
cessful outcomes of the project.

Lancaster is a city in the north west of the UK and is
dominated by a hill with a castle on it. One side of the
castle is five minutes’ walk from the central shopping area
of the city. On the other side there is an undeveloped, rather
overgrown area of around 500m2 sloping steeply down to
the River Lune. It is a space used by cyclists, dog walkers,
groups of teenagers and sometimes as an illegal camping
site for homeless people. This area has national significance
in archaeological terms and it is strictly protected from any
building works.

Until recently the castle was used as a low security pri-
son. The owners (Duchy of Lancaster, that is the UK Queen’s
private estate) have decided to develop the castle into a
tourist destination. Although they own the castle building
itself, the surrounding land is owned by the City Council, so
there is a requirement for close collaboration between City
Council and the Duchy of Lancaster. This and the fact that
the roots of the trees on the site are starting to damage the
concealed archaeology has created the imperative to rethink
and develop the area.

This placed pressure on the City Council to develop a
coherent plan for the site that had both political and com-
munity support. This posed a challenge, as throughout the
project we talked to people who considered the standard
council consultation process to be more of an exercise in



communicating the decisions already made, than genuinely

seeking ideas and opinions. As one senior environmental of-

ficer says of BTC:
“We were aware that there’d been some previous plans
and consultations done which, I think, some people felt
were imposed upon them, without a proper meaningful
consultation. One of our prime objectives, to go back
and do it in a different way, and come up with solutions
for the site that everyone could kind of buy into, PROUD
seemed to tick most of those boxes’

With a traditional consultation process already started,
the PROUD project was invited to undertake a co-design
project to help produce this plan. A first review of the con-
sultation events so far uncovered a strong request to ‘stop
consulting with us!” There was a very consistent cohort of
people attending the consultation meetings and they were
now disillusioned by hearing the same ideas and observa-
tions with little sign of this having any effect. Analysing the
results of the consultation undertaken so far, we came up
with some key conclusions.

N There were some repeated themes coming out from
some key stakeholders, including history, accessibility and
environmental aspects of the site.

N We needed to engage with a wider range of people,
not just the people with the time and inclination to attend
consultation events.

N We needed new ways of engaging these new people

The last two points were problematic for the council of-
ficers who were involved with the project. Although we had
spoken to them about the openness of a co-design approach,
this was the point where they realised that they were not
going to be in control of the process, and for some members
of the council team this was very stressful indeed.

In this early stage of the project giving the council some
positive reinforcement was very difficult because we decided
that we had to pause the public face of the process to recruit
five designers or creatives and with them co-design a new
process for Beyond the Castle project. This meant the council
were left somewhat in limbo; we were not able to tell them
what the outcome of the process would be, how we would be
doing it or who would be involved.

Once we were making and undertaking successful public
events, it was much easier for the people we were working
with directly in the council to reassure their managers (and
the layers of management above those managers) that we
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would end up with something interesting. In this respect
good documentation and an up-to-date website (http://
imagination.lancaster.ac.uk/activities/Beyond_Castle) were
crucial. As our key contact in the City Council said
‘I found the photographs that you did particularly
useful, when you emailed out the photographs of what
happened at an event was good, because they were
good quality but you could see people getting involved
at different ages and *oh did you see the photographs?’
’Oh yeah, yeah, they were really good’. So even if they
[managers] couldn’t attend, they saw the photographs
and it was more like a reassurance, yeah, it’s okay, you’re
engaging in enough people with a broad background,
they’re getting involved. And I think that’s where it
changed.’

It took three months of behind-the-scenes effort to get to
this point as we procured designers from a range of back-
grounds, including a landscape designer and local resident
to provide expert knowledge, a branding expert to help un-
derstand the identity of the space, an expert in participatory
narratives to explore non-visual co-design possibilities and
finally a skilled facilitator.

In addition to the designers that we recruited, we also
employed a co-design manager for PROUD. Her role was not
to be creative but to focus on the organisation and manage-
ment of the process and to make sure the logistics; materials,
networks and connections were in place. This is another
important aspect of the structuring or scaffolding that sup-
ports a project. The co-design manager was also responsible
for mapping the vision of the designers to the overall aims of
the project and, where appropriate, shaping the activities to
keep them on track.

The first thing we did with the creatives was to get them
together for two full days of discussion, planning and fami-
liarisation. It was here that they developed (with some other
inputs) a common conception of co-design and the needs of
a co-design program for the PROUD project.

Towards the end of these two days a plan was establis-
hed with five events that working together would constitute
the co-design for BTC. These allowed people to contribute
creatively, using the creative scale described by Lindsay and
Sanderson (E Sanders & Stapers, 2008). BTC contributions
ranged from relatively simple ‘doing’ to in-depth ‘creating’
contributions. The five events were

1 Beyond the Castle: this was an awareness-raising event
where a corner of the central shopping square in Lancaster
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was transformed into a representation of the area ‘Beyond
the Castle’. Passers-by were invited to document both the
things they did in the area and how it could be improved on a
three-metre model of the area. See Figs. 1 and 2

210 P
o U ¢

— Tt

Fig. 1 Market Square Activity

2 Just Imagine All The Stories: This was eight interconnected
activities running in the green space behind the Castle.

Using co-design through story telling this included bringing
the past into the present with the aid of a living Roman
centurion and a swamp fairy. This was designed to elicit a
deeper interaction aimed at families and the young at heart.
See figures 3 and 4

Fig 3. Participants documenting their story journey
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Fig. 4 The Swamp fairy, traps people until they have a good idea

3 Just Imagine the Shape of the Park:

Here participants mapped and modelled possible
developments in the Beyond the Castle area. Participants
ranged in age from three to 92. In this open access event



many people stayed for over 30 minutes working on their
models. See figure 5.

Fig. 5 Model making interventions

4 Visioning: This was a different type of event, as all the
others were completely open to the public without any
registration. Here the 15 most active contributors helped
make sense of the more than 1000 ideas contributed from
previous events and helped curate the next stages of the
process, see figure 6. In an intensively facilitated and
designed event the group identified and ranked 80 or so
more general or emotional values that needed to be kept
in mind; these were labelled the ‘don’t forgets’ (e.g. don’t

Fig. 6 Analysing and curating all the ideas suggested so far
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forget to keep people involved in the process). The group
also undertook a thematic analysis of the ideas gathered so
far; the group identified common factors within themes (e.g.
History or Cultural activity).

5 Interactive Co-Design Exhibition: This is a good example
of really designing an activity with the usual elements of
divergent, convergent thinking, prototyping and so on,

as we had no clear idea of what this would be even four
weeks before the exhibition opened. Working with a range
of participants the designers came up with what would
immerse visitors to the exhibition in the city centre and

in all the ideas submitted so far, and then constructed an
interactive ‘scaffoldings for experiencing’ (E. Sanders &
Stappers, 2008) that would give them the opportunity to
really co-design. This was the point where participants
could move into ‘create’ mode with the insights from the
previous phases informing the ideas (Mattelmaki T &
Vaajakallio, 2012b).

The resulting mechanism had people selecting one of
the ‘don’t forgets’ and one element of thematic analysis
and selecting a prompting question (e.g. how could this
be implemented for less than £1000) to come up with
suggestions that were documented on cardboard boxes. On
average, participants spent over 40 minutes developing their
suggestions, sometimes in conversation with volunteers
at the exhibition, but more often on their own, see figures
7-10).

Fig. 7 The interactive co-design exhibition
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Fig. 8 The interaction process, taking 2 sets of ideas from the visioning
workshop and using these as the basis of a co-design

Fig. 9 Co-designing with two of our ‘over 90’ participants

These co-design suggestions (fig. 11) are notable for the
range and sophistication of the ideas developed by individu-
als. Largely these were good new ideas from the perspective
of our Council colleagues. After the ideas were transcribed
and analysed these detailed ideas (and the large range of pre-
paratory ideas, comments and suggestions) were presented
to the City Council in a substantial report (see http://imagi-
nation.lancs.ac.uk/outcomes/Beyond_Castle_Imagining_Fu-
ture). This will form the brief for an upcoming master
planning process, through this BTC will set the agenda for
development at least until 2020. The level of public engage-

Fig. 10 Individuals Co-designing

ment, the innovative nature of the process, the quality of the
responses and the outcomes of the process have a legitimacy
and a weight that is hard to dismiss.

FRAMEWORK

Some designers (including some in BTC) find setting
aside their role as ‘an expert in charge’ very difficult in
the co-design process. In response to this we developed
an interactive workshop and 8 fundamental guidelines for
designers in co-design projects. We tested these through

a series of interactive workshops in the UK, Belgium and
Netherlands. They were refined into the following:
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Fig. 11 Some individual and the collective co-design responses

1. Agree how the success of the project will be recognised
How will progress be recognised, when is the job complete?
These could be long-term strategic aims or much more
tactical short-term goals or (most likely) a combination of
these.

2. Move in and beyond your normal design practice

To avoid ‘design by committee’ participants have to be

able to change the way they think about problems and
solutions. Individuals cannot just have an ideal position then
compromise until the compromises overlap and agreement is
reached but with everyone equally unhappy. This applies to
designers just as much to others (who for designers may have
very unusual approaches to solving problems). This change
in process demands a degree of reflection and willingness

to take risks with new processes, that is not present in all
designers.

3. Involve and respect lots of people in the ideas generating
parts of the process

Acknowledging that non-designers can have great ideas

is at the core of all co-design. We all have the potential to
contribute to the idea generating and development phase of
the process. This is not to say we all have the same creative
ability, but rather that creative ability will not reside only in
the professional designer.

4. Use the expertise of all participants in the process

In addition to creativity, participants all have expertise that
should be welcomed in and used to inform the process.
The real challenge is to get as many people involved as
possible in a capacity that enables them to make the most
positive contribution. In BTC we did this through a broad

programme of events designed to allow participants to
make expert contributions, e.g. an archaeologist gave a
spontaneous and unexpected 20-minute talk during one of
the co-design events.

5. Let everyone be creative in their own way

Most designers are inculcated with a particular set of
methods and approaches that frame their perspective

and creative process. Generally this is associated with
visualisation and divergent/convergent thinking (Lawson &
Dorst, 2009). Designers need to accept in their hearts as well
as heads that there are other ways to be creative, and that
just because these may not fit with their own expectations,
this does not reduce their value. Actually, the intelligent
designer should realise that understanding and using these
frames is a very good way of improving their own practice.
6. Explore and challenge assumptions

Some of these assumptions may be symptoms of hidden,
highly relevant, or in Von Hippel's terms, ‘sticky’
information (Von Hippel, 1994) that would be useful to share
explicitly. Equally these assumptions may not necessarily
hold true in all situations and may not be the stumbling
block they first appear.

7. Expect to go beyond the average

If co-design processes are to flourish in the mainstream of
design the notion that the results of these processes are less
strong than conventional design has to be addressed. There
are two aspects to this; firstly co-design processes themselves
should be designed to be extraordinary, fun, dynamic actions
that will maximise the potential for people to contribute.
Secondly the outcomes of these processes, whether products,
services, knowledge and understanding, have to hold up in
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terms of quality and effectiveness for the given context.

8. Bring the process to the best possible conclusion with the
best possible design outcome

Acknowledge the contribution made by participants.
Contributions should be documented and participants
should not be left ‘dangling’ with opinions or ideas excluded
from things like project documentation.

These principles were used as the basis for a series of
interactive workshops with designers, entrepreneurs and
public sector workers across Europe. These lasted for
one day each and were undertaken in Kortrijk (Belgium),
Eindhoven (the Netherlands) and Lancaster (UK). In total
this involved 63 people with an equal mix of designers,
entrepreneurs and public sector workers, all of whom were
experienced but not expert in co-design. Through these
workshops and the debates engendered within them we
‘stress tested’ the principles.

We also undertook an evaluation process to test the
principles directly. We gathered together an expert panel
of 14 co-design academics, practitioners and managers to
evaluate these guiding principles. The evaluation took place
in Luxembourg with experts working in pairs, identifying
challenges or problems with the assertions, then more posi-
tive responses and finally through a general discussion. The
process was ‘self documenting’ see Figure 11.

Fig. 11 Experts reviewing the co-design principles

The outcomes of this evaluation were generally very
positive. There were a few contentious points, especially
around the principle to ‘Move in, out and beyond your
normal design practice’. For the group the key question
was around the notion of ‘normal design practice’. This is
clearly contingent on the traditions of the designers involved
in the process, making this somewhat too vague. Related to
this was also an acknowledgement that not all designers are
suited to co-design.

There was a proposal to change ‘Use the expertise of all
participants in the process’ to ‘Channel the expertise of all
participants in the process’, this seems more inclusive but
highlights something a little more significant, while ‘channel-
ling’ is better than ‘using’ it still has an air of a hidden con-
trolling hand, perhaps ‘Include the expertise of all partici-
pants in the process’ is a better way to describe the sentiment
of this principle.

The group were unanimous in their approval of the call
to go beyond the average. There was a strong feedback from
the group to ensure co-design projects are both distinctive,
and also of high quality, and that without this, even the most
inclusive and empowering processes were suspect.

This leads us to the final and key recommendation, that
evaluation be a more important component of co-design
processes throughout the activity and absolutely not left
until the end of the project. This resonates with the need to
assess, and where appropriate challenge assumptions, and

with the establishment of desired outcomes of the project at

56 Swedish Design Research Journal 2|13



the start of an intervention. This raises important issues that
are often neglected in open and co-design projects; how to
evaluate while recognising and respecting the delicate nature
of new ideas in a process is an open question that needs
further study.

In this paper we have shown through the Beyond The Castle
project the potential benefits of an open, emergent approach
to co-design that allows participants to express themselves
creatively across a whole spectrum of engagement ranging
from lightweight, ‘doing’ contributions up to creative
interventions where individuals concentrate for a long period
and create very high-quality co-design suggestions. We

have also shown that this can be difficult for both designers
and public service workers who are used to much more
predictable, controlled interventions where they are very
much in a hierarchical position.

The recommendations that grew out of this project were
intended to challenge the implicitly hierarchical position
designers often take on creative projects. These recommen-
dations were also intended to promote active reflection by
designers on their processes and assumptions and how these
relate to the assumptions and creative processes of others.

It is through this type of reflection (and responding to these
reflections) that new types of co-design processes and co-
designers will develop, ensuring all co-design participants
have the opportunity to make their best possible contribution
in co-design processes.

There remain a number of critical issues within co-design
as an approach that are both inclusive and that result in bet-
ter outcomes. These centre on the definition and recognition
of good outcomes (that will be specific to a particular con-
text) and also to the interplay between designers disciplinary
training, methods and wider co-design principles.
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The Encyclopedia Hands

FROM DESIGN THINKING
TO DESIGN MAKING

AV KARIN HAVEMOSE

Denna artikel avhandlar skapandets praktik och
lyfter fram den komplexa vav av kunskaper och
fardigheter som ar inbaddade i de ting vi skapar.
Immateriella varden sdsom traditioner, minnen,
budskap och intentioner synliggoérs i séval ting
som i skapandeprocess.
Den reflekterande praktikern trader fram déar
den kroppsliga och sinnliga kunskapen synliggdrs
liksom respekten for materialet och ansvarigheten
i att gbra ett gott arbete. Artikelns epistemologi
ar baserad pa kunskapsfilosofiska texter dar
Hans-George Gadamers hermeneutiska erfa-
renhet &r ett exempel men aven Vilém Flussers Keywords:
designfilosofi. Exempel fran designerns praktik ar Creativity in practice, Designmaking,
hamtade fran forfattarens bok Ting i rérelse — om Tacit knowledge, Theory of knowledge,
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This article deals with creativity in practice and reveals the
complex web of knowledge and skills that are in the things
we create. Immaterial values such as traditions, memories
and intentions are made visible. Also dimensions from the
philosophy of knowledge are revealed: reflective judgement,
aesthetic sensitivity and accountability for doing good work.
The epistemology of the article is based on the theory of
hermeneutic experience and empirical examples are gathered
from the author’s book Things in motion — the design
process (2012).

When artistic objects separate both from conditions of
origin and from human conditions, a wall is built around
them. To really understand the meaning of artistic objects,
we have to forget them for a while and make a detour. We
must begin to understand in the raw (Dewey, 1934, chap.

1). This article makes a pragmatic detour from the existing
paradigm in the design research community — design
thinking — into the concrete world of design making (Cross,
2001; Dorst, 2011). The epistemology is based on examples
from professional design practitioners’ personal reflections
on their work process and on artistic objects (Nordenstam,
2010). The reflections are mirrored in texts from both the
philosophy of design and the philosophy of knowledge
where analogies and different perspectives are made visible
and explored (Havemose, 2012). The aim is to treat creativity
in practice and highlight the complex web of skills and
knowledge that is embedded in the things we create and in
their creation itself (Buchanan, 2001).

Denis Diderot was one of the members of the inner circle
of the French Enlightenment philosophers who between
1751 and 1777 compiled and published Encyclopaedia or

a Systematic Dictionary of the Sciences, Arts and Crafts.
Besides being a comprehensive Encyclopedia it was a
gigantic enlightenment and education project that compiled
skills, knowledge and things that humans had developed in
different areas. One question that occupied Diderot’s mind
was what is it that people learn by learning about their
limits? One way to answer the question was to find out how
people worked. The method he used was to ask them, like a
modern anthropologist. He wrote:

We addressed ourselves to the most skilled workers in
Paris and the kingdom at large. We took the trouble to
visit their workshops, to interrogate them, to write under

forskning

dictation from them, to follow out their ideas, to define,
to identify the terms peculiar to their profession (Sennett,
2008, p. 98).

The project ran into trouble because much of the
knowledge the craftsman possessed could not be put
into words. Diderot remarked that among a thousand
craftsmen you will be lucky to find a dozen who are capable
of explaining the machines, the tools and the things they
produce with any clarity. This is not because they are stupid,
argued Diderot, it is merely because it is beyond human
capacity to put human practice into words. This is perhaps
one of the fundamental human limits, a phenomenon usually
referred to as tacit knowledge. One way around that limit
was the use of images instead of words, and the results are
the beautiful Encyclopedia posters.

I got in touch with the posters through the modern
French Philosopher Roland Barthes’s essay Image, raison,
déraison (Barthes, 1964). The posters move the viewer into
the world of matter, things, humans and making. They
illustrate the knowledge man has developed in various
fields: natural sciences, technology and the arts. Looking at
them you realize that there are huge numbers of different
things that man has designed, things with different shapes
made with different matter and materials. Some of them
are gigantic: parks, ships and buildings. Others are smaller:
corks, playing cards and artificial flowers. Some of the
posters are divided into parts that illustrate the work process
from different perspectives. In the lower part different tools,
materials and instruments are shown. There are ladles and
bowls, a rolling pin that rests on dough and a basket on a
shelf with something in it. On some of the posters human
hands appear, demonstrating the different tools, materials,
etc. The hands are separated from the rest of the body; they
float freely in the air holding a tool or a piece of matter.

On the upper part of the poster, which Barthes calls the
“vignette”, the hand is part of a human body. There are
humans working together in a workshop deeply involved

in a work process. It is an intensive and complex process,
with various components where the material is chopped
into smaller pieces, divided, dissolved and transformed into
something new, a ‘new thing’. From the workshop’s window
there are glimpses of the surroundings, there are houses and
a boat is nearing the workshop from a canal.
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Picture 1: Patissier (Poster 5)

THE SIGN OF THE MAKER

The encyclopaedia posters place the man as a central
character in a world of matter and material. The man
reaches out into the environment and with his hands and
tools transforms, creates and re-creates. In Barthes reflection
on the posters the thing appears as man’s ‘signature’ in the
world. He wrote:

The Encyclopedia man inserts human signs into all of
nature. In the Encyclopedia landscape you are never
alone. In the midst of the natural elements there is
always a product with which man feels allied. The thing
is man’s signature in the world.” (author’s translation
from Swedish, p. 24)

The word signature leads thought to the word ‘sign’.
The media philosopher Vilém Flusser explored the root
and meaning of the word design (Flusser, 1999). It derives
from the Latin signum, meaning sign. As a noun it means

Barecliamaier

Picture 2: Bouchonnier (Poster 8)

among other things, ‘intention’, ‘plan’ and ‘aim’. As a verb
(to design) the meaning includes ‘to concoct something, ‘to
simulate’, ‘to draft’, ‘to sketch’, ‘to fashion’ (p.17). Flusser
also added some of the associated contexts and significant
words in which the word design occurs, for instance
mechanics and machine. In the light of the Greek mechos,
which is associated with ‘a device designed to deceive’ (e.g.
the Trojan Horse), the designer appears as ‘a cunning plotter
laying out his traps’. In the book The Craftsman (2008, chap.
4) the sociologist Richard Sennett related ‘sign” more closely
to the maker. It could be the maker’s mark on a crafted item
made of metal, wood or clay. It could also be a much simpler
sign, for instance a symbol on a brick made by a Roman
slave. Sennett asked what kind of signal the sign actually

is. It can be a signal of who did this and maybe add some
economic and/or political value to the item. It could also be
a signal of the maker’s presence. By putting a signature on
the brick the Roman slave said, “I exist!” In that sense the
maker’s ‘sign’ is a mark of presence (p.130).

60 Swedish Design Research Journal 2|13



During a visit to the Swedish furniture company
Kdllemo, Karin Lundh guided me through the exhibition hall
and told the story behind the different pieces of furniture.
She said that they all have their own marks or imprints of
the maker. She used the word self-portrait in the sense that
the furniture is ‘loaded” with the presence of the maker.

The cabinet designed by Sigurdur Gustafsson carries his
memories from a boat graveyard situated on the northern
coast of Iceland. “You also recognize the typical corrugated
sheet that the Icelandic houses are made of”, said Karin.
Other marks are the makers’ typical idioms, their personal
expressions and intentions. It could be a detail in a chair’s
transition between different dimensions, the position of

the buttons on the couch or echoes from a whole country’s
cultural expression and attribute.

In the theory of the hermeneutic experience our memory,
history and tradition are all essential parts of our self-
understanding. They form and constitute the horizon from
which we orient ourselves, take position, interpret and
understand the world. In Truth and method (1960) Hans-
Georg Gadamer discussed memory and filled it with a more
significant and essential meaning. He argued, ... it is time
to rescue the phenomenon of memory from being regarded
merely as a physiological faculty and to see it as an essential
element of the finite historical being of man” (p.14). It is not
a memory of anything and everything. One has a memory
for some things, and not for others; one wants to preserve
one thing in memory and banish another. The memory is a
‘something’ that is formed in you (p.21).

In the essay Tut’s chair (1988) the Swedish art carpenter
Thomas Tempte reflects on a meeting with Pharaoh
Tutankhamen’s chair. It is a little white frayed chair that
an Egyptian furniture maker made around 1350 BC. It

is placed behind a glass wall at an exhibition, and when
Tempte looked at it, it fascinated him. It could have been
made in our time, but it was made with completely different
intentions than those Tempte was familiar with. He put

up a photo of the chair on the bulletin board above his
work desk. Sometimes he has to take it down because it
attracts too much of his attention. He began to explore the
tools that were used at the time of the chair’s construction:
screwdrivers, chisels and saws. When doing that several
questions arose. How long did it take to make the chair?
Did they use templates, and if so, were they used over and
over again? Did they use a few standard sizes, or other
modules? (p.70). Tempte’s respect for the furniture maker
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who once made the chair grew stronger. He was not satisfied
with simply trying to understand the implications of the
making — he decided to make the chair. In the process of
reconstruction its secrets began to reveal themselves and its
history emerged. Tempte discovered that it involves many
complex and technical solutions. It must have been made
by the ‘fitting method” in which you put the pieces together,
measure, take them apart, adjust them and then reassemble
them again. There are symbols, hieroglyphs and cultic
messages where lilies and papyrus flowers have their own
meanings and significance. The chair is ‘a lion’ standing

on its four paws, not touching the ground. It rather ’stands
above the ground’ on small heels with cantilevers that
prevent it from sinking into a soft surface. A falcon appears
in the middle of the backrest. It is the Falcon God that
Pharaoh had a covenant with. Tempte had to put his modern
machines aside and travel back to the same technological
stage as his Egyptian representatives. He found that his
predecessor had a completely different perception of forces
and counter-forces. Their sense of proportion must have
been incredibly trained. In the reconstruction Tempte met
his predecessor’s professional knowledge and skill and care
is the message that is reflected in all parts of the chair. He
wrote:

Has the chair any expression that can be traced to the
man who with his hands and active mind once created
it? 1 would say so. To be able to materialize an object
that surely many people have been involved in and have
given directions about requires a very special ability, a
creative intellect. This combined with a deeply personal
and refined approach (author’s translation from Swedish,
p.70).

Picture 3: Tomas Tempte's
reconstruction of Tut's
chair (Photo: Torndahl)
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When Tempte reconstructed the chair he had a
silent conversation with his predecessor, in a common
language. According to the pragmatic philosopher Ludwig
Wittgenstein it is “to imagine a form of life” (Johannessen,
2006, p. 288). It is the ability to use our senses and reflect
on what we perceive, we use our imagination to give ‘a
something’ a meaning. In this case Tempte used the mastery
of the carpenter’s practice, and in his ‘silent conversation’
with the Egyptian carpenter they share a form of life.
In the light of the hermeneutic theory the medium that
communicates the work is in principle total — the work
presents itself through it and in it (Gadamer, 1960, p. 118).
Memories and past history meet present time in a moment
of ‘contemporaneousness’. It is the moment when horizons
meet. Thus horizons are not stable or closed, rather they
are open and in constant motion. We move with them and
they move with us. Hence aesthetics becomes the history of
worldviews, a history of ‘truth’ manifested in the mirror of
art (p. 119).

The phrase ”standing on the shoulders of giants” is a
metaphor used to illustrate the idea that knowledge is

a cumulative process developed from human to human.
Previous distinguished scientists” and artists” work sets the
standard and forms the framework that future scientists
and artists operate in. In august 2009 [ interviewed the
Swedish furniture designer Dan Threborn. Dan told me that
a great source in developing new things is technologies,
manufacturing technologies, because then you can see
what can be done with it, what can be solved with it. You
collect all the impressions and ideas you have and try to
make something out of them. Some years ago he started to
work on his own collection, making full-scale experiments
with ideas that he had, although there were no clients who
requested them. It is extremely valuable to test the most
advanced ideas in full scale, continued Dan. It is personal
development. In his study stands a bureau that he designed
seven years ago. In this case it was the craftsman Georg
Haupt (1741-84) and the intarsia technique that gave him
the idea. Dan told me that when he sees something that is
unfairly treated or neglected he wants to grab it and put it
into a new age. “It’s a bit titillating and exciting to work with
an old technique. Intarsia is made of small pieces of different
veneers, and there are actually hundreds of different types
and varieties to choose from. You draw a pattern and then
you cut out pieces, detail by detail, that are assembled into
a whole. Intarsia was common in the 50’s, also in bureaus.
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Over time intarsia became obsolete and also too expensive
to produce.” Dan continued, “It’s a typical example of how
new forms can be created. In this case [ wanted to use a
technique that for several of reasons hadn’t been used for a
long time. I put the technology in a new context and tried to
make something new out of it. It resulted in a bureau that I
have called Pink Jaguar.”

Picture 4: Pink Jaguar (Dan Ihreborn)

Dan grew up in a district with a long tradition of
designing and manufacturing furniture. That is a craft that
includes different techniques, different styles and models
where Georg Haupt and intarsia is one example. But are
traditions not something that we should release ourselves
from, especially in the innovative work process? In the book
Ansvarig handling (2003) Gunnar Bergendal writes about a
sculpture located in a university environment named “The
man who breaks out of the rock” (p. 17). When as a young
student Bergendal looked at the sculpture he saw a man
who tried to break out of a rock in order to release himself
from traditions and prejudices. After the years went by and
Bergendal grew older, he began to see something else. He
saw that the man was stuck in the rock; it was actually a part
of him.

In fact our traditions, prejudices and role models are
the representatives and the patterns that form the basis of
our knowledge and understanding of the world. They are
something that we acquire, critically examine and work
with. Thus we are not born into an abstract world of
vacuum, rather into a room full of life. Gadamer uses the
expression the practice of a performance in the meaning
“by constantly following models and developing them, a
tradition is formed with which every new attempt must come
to terms” (p.117). That is a practice that passes from person
to person. However, the transfer is not ”blind imitation”, it is



rather something that is productive:

The performing arts have this special quality: the works
they deal with are explicitly left open to such re-creation
and thus visibly hold the identity and continuity of the
work of art open toward its future (Ibid).

The bureau Pink Jaguar carries the traces of its
predecessor, yet it is something new — a new thing. Traditions
shift and perhaps the criterion that determines whether
something is a “correct presentation” is a highly flexible and
relative one (p.118).

Another product in Dan’s collection is the metal carpet
Lancelot. In this product he used laser-cutting technology
as a source of inspiration. Twenty-seven metal parts, folded
like a puzzle to an existing pattern, compose Lancelot. Dan
got help from several companies to carry out the work. He
tells me that you need access to very talented craftsmen and
producers. “Without their skills and willingness to cooperate
it doesn’t work. And in time you’ll find those who can and
want to help you. With them I discuss the problems in detail.
I depend on their knowledge and experience in testing

and working out different solutions, especially when the
shape and quality feel unsure. And the steel felt genuine”,
continued Dan. “It is difficult to process, but fantastic to
work with. You get all the dimensions and can work with
different design solutions, down to the millimeter-thin stuff.
That way you get the resilience that I want to have in all my
products, it gives a more active impression.” I asked Dan
where he got the idea for the pattern. He answered that it has
its origin in laser technology. “It provides new opportunities
to design without high up-front costs. Previously they used
individual tools for punching out the different parts. It would
have required four different tools to produce the carpet,
which would have been very costly. Laser technology requires
no tools, which gave the inspiration.”
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Picture 5: Detail from Lancelot
(Dan lhreborn)
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The metal carpet lies on a black felt mat like a gleaming
puzzle. The surface is shiny and hard. After I heard Dan’s
story the surface of the carpet started to dissolve and it was
possible to imagine what it really contains. There are materi-
als, thoughts, considerations, skills, technology and coopera-
tion. It is also the effort in experimenting and developing an
idea to a complete product and the confidence in the skilled
men and women who have contributed to its creation. The
carpet is the result of ‘the joy of making’ and the responsibi-
lity of making a product with care and a sense of quality. It
is the work of the skilled craftsman.

Ancient Greece celebrated the skill of the craftsman
through a Homeric hymn dedicated to the master god of
craftsmen, Hephaestus. It goes:

Sing clear voiced Muse, of Hephaestus famed for skill.
With bright eyed Athena he taught men glorious crafts
throughout the world -- men who before used to dwell in
caves in mountains like wild beasts (Sennett, 2008, p. 21).

In the hymn Hephaestus was honoured not only for his
professional skills, but also for his cunning and ingenuity. He
taught his craft to ‘man’, who took a step away from a primi-
tive life in the caves to become a civil man in a functional and
peaceful society. The word in the hymn used to characterize
the craftsman was demioergos, which is a concatenation of
words for audience (demios) and production (ergon). Sennett
also noted that Demioergos not only included traditional
crafts, but also doctors, professional singers, storytellers and
lower magistrates.

The word craft evokes thoughts concerning the skilled hand
— the intelligent hand. According to Flusser (1999) the word
‘hand’ derives from the word ‘technology’, which has its
roots in the German word ‘Tischler’, translated into English
meaning ‘carpenter’. And ‘carpenter’ derives from the Greek
hyle which translated to English means wood. The basic
idea is “... that wood is a shapeless material, to which the
artist, the technician, gives form, thereby causing the form
to appear in the first place” (p.18). Skilled and intelligent
hands appear in the Encyclopedia posters. They reach out
into the environment, gripping, touching, turning and
transforming different matter and material to new forms.
In the essay Praktikens logik (2003) Bergendal discusses
the two French expressions: Comprehension intellectuelle
and Comprehension par corps (pp. 61-69). Comprehension
par intellectuelle is an intellectual understanding not
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bound to space and time, it is the viewer’s understanding,
the ‘know what’. Comprehension par corps is the
participant’s understanding. It has a direction in time and

it connects a vivid memory to a pending task for attention.
Comprehension par corps is thus ‘the senses and the doings
understanding’. Corps also means ’human community’ -
esprit de corps — the sense of solidarity within a community.
In a professional group it is the mutual expertise, tradition
and practices that create communion. In a work team
representing different professions and with diverse expertises
and experiences, it is the accountability for doing a good
job that unites the members, an act of knowledge and
responsibility.

The history of the intelligent hand takes us back more
than 1.75 million years, to the time when ‘man’ created the
first primitive tool, the hand axe. However, seventy thousand
years ago something remarkable happened in our history:
we created our first artistic objects in the form of ocher
stones with beautifully engraved patterns (Berg, 2005). With
this step the items we made became something more than
functional tools, rather they became artistic objects carrying
a sign and a message from the maker.

Submerged beneath the explicit and implicit levels of design
making is a vast iceberg of tacit knowledge. It is a complex
web of traditions, work practices, collaboration, skills and
knowledge (Géranzon, Hammarén, and Ennals, 2006).
Design making involves reflective judgement: our ability to
‘read the situation’ and ’take the right step at the right time’.
It also involves aesthetic expression; our seeing, feeling,
imagination and unique ability to transform the thoughts
and senses to a language and a form. Design making also
contains a moral aspect: our ability to distinguish the feasible
from the unfeasible and thus the suitable from the unsuitable.
It is the ethical implications in our choices and decisions; it
is our responsibility in action (Bergendal, 2003). All these
aspects and elements can be separated ’in the moment of
making’ as little as they can be separated from the maker
himself. Therefore, the tacit dimension of knowledge cannot
be reliably accessed by traditional analytical approaches. It is
necessary to take a detour to the concrete world of making
and start to explore and understand it ’in the raw’. Design
making is still an essential part of our evolution and our
sphere of life in which ‘man’ is a central figure.

64 Swedish Design Research Journal 2|13

The author would like to express her thanks to
Romanusfonden- Stiftelsen for frimjande av
uppfinnarverksambet that has sponsored this article.

Barthes, R. (1964) Bild, fornuft och oférnuft Om
encyklopediens planscher. In Weimarck, T. (ed.) Skriftserien
Kairos nummer 8

Berg, L. (2005) Gryning éver Kalahari, Stockholm: Ordfront
Bergendal, G. (2003) Ansvarig handling: Uppsatser om
yrkeskunnande, vetenskap och bildning, Dialoger:67-68
Buchanan, R. (2001) Design and the new rhetoric: Productive
arts in the philosophy of culture, Philosophy and Rhetoric
Vol.34 No.3

Cross, N. (2001) Designerly ways of knowing: Design
discipline versus design science. Design Issues 17(3), pp.
49-55

Dewey, J. (2005) Art as experience, New York: Perigee Books
(original text from

Goranzon, B., Hammarén, M., & Ennals, R. (ed.) (2006)
Dialogue, skill and tacit knowledge, West Sussex: John Wiley
& Sons, Ltd

Dorst, K. (2011) The core of ‘designthinking’ and its
application, Design Studies doi:10.1016/j.destud.201107.006
Gadamer, H. G. (2004) Truth and Method, London:
Continuum International Publishing Group Ltd, (original
text from 1960)

Goranzon, B. (2009) The practical intellect: Computer and
skills, Stockholm: Santérus Academic press

Flusser, V. (1999) The shape of things — A philosophy of
design, London: Reaction Books

Havemose, K. (2012) Ting i rorelse — Om designprocessen.
Stockholm: Santérus Academic press

Johannessen, K. S. (2006) Rule Following, intrasitive
understanding and tacit knowledge: An investigation of the
Wittgensteinian concept of practice as regards tacit knowing.
In Géranzon, B., Hammarén, M., & Ennals, R. (eds.)
Dialogue, skill and tacit knowledge, West Sussex: John Wiley
& Sons, Ltd

Nordenstam, T. (2012) The Power of Example, Stockholm:
Santérus Academic press

Sennett, R. (2008) The Craftsman, New Haven: Yale
University Press

Tempte, T. (1988) Tuts stol. In Goranzon, B. (ed.) Den inre
bilden, Stockholm: Carlssons Bokforlag



Har presenteras avhandlingar
och bocker inom design-
omradet. Har du sett ndgot
du tycker Design Research
Journal borde skriva om?
Tipsa oss garna pa:
designresearchjournal
@svid.se

INFRAFACES - Essays on
the Artistic Interaction
Forfattare; Marco Mufoz
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Bortom granssnittet
Istallet for att som man vanligtvis goér
néar man designar ett granssnitt, det vill
saga koncentrerar sig pa logiska funk-
tioner, gar Marco Murioz bortom det i
sin avhandling (framlagd vid Konstnar-
liga fakulteten, Goteborgs universitet).
S& har skriver han: "Allt som kan hjalpa
oss att utbyta information, kontrollera
eller férst& var omgivning, liksom allt

vi anvander som en tolkningsram och
for att kommunicera, kan fungera som
ett granssnitt. 'Granssnitt’ handlar

inte bara om utformning av specifik
teknisk apparatur. Det finns granssnitt
i alla kulturella fenomen, dven i sjéalva
spréket. Men ett granssnitt kan, i sin

tur, innehalla ytterligare granssnitt. Nar
det uppstéar kontakt mellan tva eller
flera element skapas ett omvandlings-
omrade - en linje, en gréns, ett mel-
lanliggande och féranderligt utrymme.
(---) Méjligheten att leka med forbin-
delserna mellan dessa nya element
och utrymmen - i stéllet for att avvisa
dem pa grund av deras paradoxala
natur — &r en av grunderna till begrep-
pet infraface.”

Avhandlingen bestar i sjélva verket
av fem esséer. En av dessa &r baserad
pa ett kant schackparti mellan en man
och en dator. Avsikten ar att 6ppna en
diskussion om var relation till tekniken.

| en essé visas hur grdnsen mellan
vetenskap och konst standigt for-
dndrats genom historien. En annan
forklarar hur infrafaces far néring av
paradoxer och betonar de viktiga skill-
naderna mellan interface och infraface.
Mufoz visar ocksé pa de konstnérliga
mojligheter som infrafaces erbjuder.

STAKEHOLDER ENGAGEMENT
FOR SERVICE DESIGN

Forfatiare: Fabian Segelstrom
Ulgivare: Linkdpings universitet, 2013

FoOrst ut

Kognitionsvetaren Fabian Segelstrém
(ovan) ar den forsta disputerande i
Sverige inom omradet tjanstedesign.
Han har tittat pa hur tjanstedesigner
gar tillvaga for att skapa forstéelse for
kunder och andra som paverkas av en
tjdnst. Allt for att kunna utveckla tjans-
ter som béttre passar deras behov. |
flera manader foljde han pa nara hall
tjdnstedesigner och deras uppdrags-
givare, det vill sdga olika tjanstefo-
retag, i tre lander: Sverige, Tyskland

bbécker

och Australien. En tjanst definieras
ofta som motsatsen till en produkt
men det &r ett for snévt synsatt, enligt
Fabian Segelstrom. Tjanster &r i sjalva
verket grundldggande for allt vi kdper.
Produkterna ingar i en stérre "varde-
leveranskedja” dar kunden ofta &r en
viktigt sista lank. Darfér maste man
starkare betona kundens perspektiv.
Manga tjanster skots idag digitalt, via
internet. Systemens logik krockar ofta
med kundens, vilket visar hur stort
behovet ar av fler tjdnstedesigner.
Enligt Fabian Segelstrdm hander det
ofta nér en tjanstedesigner kommer in
i ett féretag att de olika avdelningarna
upptacker att de har mycket att vinna
péa att samarbeta mer.

-]

AESTHETICS IN PRODUCT
DEVELOPMENT - A Balance between
Commercial and Creative Imperatives
Forfattare: Ingela Lindahl

Utgivare: Linkdpings universitet, 2013

Kritiskt va

Genom att forstd och utnyttja design
kan foretag skapa kommersiella férde-
lar, till exempel differentiera produk-
ten frédn konkurrenternas och skapa
igenkénning for varumarket. Men att
utveckla produkter med design som en
viktig dimension &r inte oproblematiskt
utan kan leda till stora utmaningar. Tre
sadana utmaningar beskrivs och analy-
seras i Ingela Lindahls avhandling.
Bland annat pekar hon p4 att en pro-
dukts designvarde ar subjektivt, svart
att formulera i ord och ocksa skapas
genom media, massor och utmarkel-
ser. Samt att valet av formgivare ar
kritiskt men basen for ett framgangs-
rikt utvecklingsarbete.
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noterat

Prisregn 6ver Designhdgskolan i Umea

Designhogskolan i Umed stér hogt

i kurs. | alla fall om man gér efter
hostens prisregn. Tva guldmedaljer
i IDEA 2013 (delas ut av den ameri-
kanska designorganisationen

IDSA) gick till skolan och Philip
Normand Andersens livraddningsboj
”SafeWay” respektive Omer Hacio-
mergolus "ERQO”, en halvautomatisk
robot som bryter ned betongkon-
struktioner.

Nedan: Livraddningsbojen "SafeWay”.
Nedan t h: Konceptet "AirBorn” innehéller ocksa
en flytvast.

Ordet crowdfunding hors allt oftare. |
alla fall nar det handlar om forskning i
USA. Foéreteelsen hanger delvis ihop
med de stora nedskarningarna av of-
fentliga medel som skett de senaste
aren. Det handlar alltsd om en typ av
finansiering som helt bygger pa gavor
fran en intresserad allménhet. Idag
finns en rad webbplatser dar olika
typer av forskningsverksamhet presen-
teras, ofta med hjalp av publikfriande
videor. Avsikten &r att locka mannis-
kor att 6ppna planboken och satsa
en slant. Ibland handlar det bara om
ekonomiskt och moraliskt stéd, ibland
kan givarna belénas med nagon liten
bonus. | andra, mer sallsynta fall kan
det vara tal om en regelrétt investering
med mojligheter att senare & ta del
av den eventeulla ekonomiska vinst
forskningen kan ha lett fram till.
Ocksé har i Sverige har crowdfun-
ding fatt en skjuts framat. Grasrotsfi-
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— Designhogskolan har totalt tagit
hem 16 priser de senaste fem aren
i tavlingen. Det ger oss en tredje-
plats bland prisvinnande skolor i hela
varlden. Och vi ligger l&ngt fore alla
konkurrenter i Europa beréattar Design-
hogskolans Thomas Degn for tidningen
Resumé.

Skolan har dessutom fér andra aret
i rad placerats pa forsta plats pa Red
Dot Institutes prestigefulla rankinglista.
Den baseras pa resultaten fran de

nansiering ar for 6vrigt en bra dversatt-
ning. FundedByMe kallas den forsta
svenska (men engelsksprakiga) platt-
formen. An s& lange gér det val sis&dar
med insamlandet, men kanske tiderna
blir annorlunda framéver — sarskilt om
det offentliga drar at svdngremmen &n
mer.

Forsvararna av crowdfunding menar
att det har ar ett demokratisk modell
som gor det mojligt, &ven for kreativa
personer utan institutionella kontakter,
att satta igdng utvecklingsprojekt. Och
att det ger vanliga manniskor en chans
att paverka s4 att forskningen riktas
mot mer anvandarvéndligt hall.

Kritikerna menar tvartom att det
bara ar "rolig” forskning som har en
chans. Allt som ar mindre spektakulart
och kanske svarbegripligt kommer inte
att locka dem som har pengar 6ver.
Dessutom har den som har formégan
att lagga orden ratt eller som har rad

senaste fem arens i tavling om De-
sign Concept. Bland arets tavlande
bidrag (4 394 stycken fran 57 lander
i 24 olika kategorier) kammade Malin
Grummas och Kim Risager, alumner
fran Designhdgskolans masterpro-
gram Avancerad produktdesign,
hem varsitt pris. Totalt har skolans
studenter vunnit tolv Red Dot-priser
under de senaste fem aren.

Malin Grummas bel6nas for
sitt examensarbete "AirBorn”, en
stol fér spadbarn pa flyget. Det &r
ett koncept som handlar om att
6ka komforten och sékerheten fér
bade foralder och barn. Lésningen
paminner om en bilbarnstol som kan
anvandas i stolsatet eller fastas pa
véaggen framfér en vuxen.

Kim Risagers projekt "Urban
Composter” avser att hjélpa hus-
héllen att enkelt hantera matavfall
genom kompostering inomhus
hemmavid.

Ladda ner pa
rapporten om
crowdfunding
pa: www.
kulturanalys.
se.

att ta fram tjusigt informationsmaterial
en avgdrande foérdel i penningraggan-
det. Crowdfunding har hur som helst
intresserat Myndigheten for kulturana-
lys sa pass att man titta pd fenomenet.
| rapporten "Jakten pa medborgar-
finansiering: en omvérldsanalys av
crowdfunding” redovisas resultatet.
Lotta Jonson



Horisont 2020 eller Horizon 2020, EU:s
nya ramprogram for forskning och
innovation, har dragit igadng. Under
hdsten har Vinnova i samarbete med
universitetens forskningsservice,
Grants Office, besokt sju platser runt
om i landet for att informera om pro-
grammet.

Horisont 2020 startar 1 januari 2014
och innebar bland annat en forstarkt
satsning pa “excellent” forskning,
extra satsningar p4 sma och medel-
stora féretag och férenklade regler for
deltagande. Programmet kommer att
ha en total budget pa narmare 70 mil-
jarder euro och prioriterar tre omraden:
spetskompetens, industriellt ledarskap
och samhéllsutmaningar.

Med spetskompetensen hop-
pas man kunna stérka EU:s globala
stallning inom forskning och innova-

Nar Vetenskapsradet for en tid sedan
offentliggjorde sina beviljade anslag till
internationella post doc-projekt fanns
ett designrelaterat dito med pa listan
for forsta gangen. Martin Avila, numera
lektor i industridesign pa Konstfack,
fick drygt 3 miljoner till och med &r
2016 for "Symbiotiska taktiker. Design-
interventioner fér att medvetandegéra
och férsta ekologisk komplexitet”.
Syftet med projektet &r att studera
hur design kan 6ka var kunskap om
ekologisk komplexitet for att pa sa
satt kunna producera och upprétthalla
mangfald — inte bara biologisk s&dan
utan ocksa kulturell. Samt hur samspe-
let mellan dessa tva faktorer fungerar.
Forskningen ska ske i samarbete med
Multidisciplinary Institute of Vegetal
Biology i Cordoba och African Centre
for Cities i Kapstaden. Martin Avila
disputerade i april 2012 med ”Devices.
On Hospitality, Hostility and Design”.

tion. Industriellt ledarskap ska goéra
Europa mer attraktivt fér investeringar i
forskning och innovation samt férsdka
I6sa den ekonomiska krisen. Slutligen
fokuserar den tredje prioriteringen pa
de stora samhéllsutmaningar som EU
och resten av vérlden star infér, som
det heter. Allt enligt Vinnova som ocksa
pekar pa vissa konsekvenser som
Horisont 2020 kan fa fér svensk forsk-
ning och innovation. Inom akademin
kommer till exempel inriktningen mot
samhaéllsutmaningar sannolikt att stalla
krav pa mangvetenskapliga projekt och
att forskarna har relevanta natverk.
Nar det géller naringsliv finns en allmén
strdvan inom EU att 6ka det industriella
deltagandet i Horisont 2020, sérskilt
vad galler sm& och medelstora féretag.
Ett satt att goéra det ar att forenkla del-
tagande i kombination med 6kat fokus
pa innovationer.

Mer information finns pa Horisont
2020:s webbplats.

ILLUSTRATION: PERSSONS PIXLAR

Diskbrack kan ibland botas genom
steloperation, ibland om den nedslitna
ryggdisken byts ut mot en protes.
Proteser gors av titan men i framti-
den kommer de att tillverkas i textil. |
alla fall enligt den forskning som just
nu pagar vid Smart Textiles i Boras i
samarbete med ett medicintekniskt
foretag. Battre livskvalitet utlovas; det
mjuka, organiska textila materialet kan
namligen formges individuellt och gor
ryggpatienterna mycket mer rorliga an
bade titanproteser och steloperationer.

noterat

Uniform, anvand av
de som utbildats vid
Barnmorskelaroan-
stalten i Goteborg.
Georg-korset var
skolans symbol och
under hela sitt
yrkesliv verkade
man som ambas-
sador for skolan.

BN
_?ﬁ; :

Pa Medicinhistoriska museet i Gote-
borg pagéar anda fram till sommaren
2014 en tankevéckande utstallning,
"Tinget i sig”. Nio personer fran olika
falt (lakare, designer, konstnarer, idé-
historiker) har fatt valja ut ett foremal
var ur samlingarna och skriva en essa
om ”sitt” objekt. Foremalen presente-
ras nu sida vid sida, ackompanjerade
av katalogens esséer. Har finns en
barnmorskeuniform, en fotometer, en
multostat, ett par skor for fétter som
forstérts i samband med operation
med mera. Samt intressanta reflektio-
ner kring synen pa ménniska och ting.
Manga fragor uppstar. Vem formgav
tingen? Varfor? Féremalens historia
kan ldra oss mycket, inte bara om
den tid da det kom till utan ocksa ge
perspektiv pa nuet. Vad ska vi anvanda
vetenskapen till? Vem star i fokus nar i
besluten om stora tekniska satsningar?
Lotta Jonson
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noterat

Design Research Journal har fatt

en attraktiv och farlig konkurrent.
Skamt &sido - en intressant "kollega”,
namligen 1866. Det &r Hogskolan i
Boras forskningsfokuserade magasin
som ofta ber&ttar om hogst intres-
santa och designrelaterade projekt.

BESTALTNINGAR

b gt g
NAR SPRAKET SVIKER
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Nu startar EU:s storsta satsning pa ett
enskilt forskningsomrade nagonsin.
"Graphene Flagship” kallas projektet,
som ska omvandla ny kunskap om

det supertunna materialet grafen till
tekniska tillampningar till gagn for
europeisk industri. Nio miljarder kronor
kommer att investeras i olika europe-
iska projekt under en tiodrsperiod. Det
hela ska koordineras fran Chalmers i
Goteborg.

For tre ar sedan fick fysikerna
Andre Geim och Konstantin Novoselov
nobelpriset i fysik fér upptackten och
beskrivningen av grafen. Grafen bestar
av bara ett lager kolatomer och har
unika egenskaper. Det ar genomskin-
ligt, starkt som stél och leder el battre
an kisel.

Upptéckten har gett upphouv till
manga idéer om forbattrad teknik.
Man talar till exempel om snabbare
elektroniska kretsar i datorer, starkare
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Dessutom pa ett stimulerande sétt och
med |l&cker layout. Tidskriften kom-
mer ut tva ganger arligen och ar ett
utmarkt marknadsféringsverktyg. Det
lite kryptiska namnet har sin naturliga
forklaring. Ar 1866 grundades Tek-
niska Vafskolan i staden som sedan
blev Textilinstitutet 1948, som senare
forstatligades, 1982. Och som da blev
institutionen Textilhdgskolan inom
Hogskolan i Boras.

1866 innehaller intervjuer, repor-
tage, redovisar slutresultat fran olika
forskningsprojekt och berattar om allt
6vrigt nytt pa gang inom den breda
forskning som pagér i Bords och som
ofta har designkoppling pa ett eller
annat satt. | #1.13 presenterades till
exempel ny konstnérlig forskning om
definitioner och metoder att framstélla
klader. Dar fanns ocksé ett reportage
fran en designforskares vardag.

Intresserad? Anmal dig som prenu-
merant eller ladda ner tidningen som
pdf pd www.hb.se/1866.

Grafen bestar av ett lager kolatomer inordnade i
ett hexagonalt ménster, ungefar som ett héns-
nat. Grafen ar tatt, mycket tunt, genomskinligt
och bégjligt.

kompositmaterial i flygplan och bilar
samt battre solceller och elektriskt
ledande glas. Fast an sa lange handlar
det mesta om idéer i teorin. Dérav
“Graphene Flagship” som ska fora
samman industriintressen med ett
hundratal forskargrupper i Europa for
att utveckla tillampningarna.

Nytt centrum for
patientnara
tjdnsteinnovation

| oktober invigdes Experio Lab, en
ny satsning som ska satta patientens
upplevelser av varden i centrum.
Experio Lab ska med Landstinget i
Varmland som bas utgdra ett natio-
nellt centrum for patientnéra tjans-
teinnovation och tillsammans med
andra skapa och sprida kunskap om
tjdnsteinnovation och design inom
offentlig sektor.

Invigningen dgde rum under upp-
marksammande former, riggad for
att visa vikten av patientinvolvering.

Davarande landstingsdirektor
Hans Karlsson intog rollen som
patienten Inge Frisk, 86 ar, och fick
med éronproppar som férsvagade
hérseln och glaségon som férséam-
rade synen genomga en patientresa.

Socialminister Géran Hagglund
var pa plats och hade rollen som de-
tektiv och stallde fragor for att fanga
Inge Frisks upplevelse. Scenariot var
att Inge Frisk ramlade i hemmet och

City Move Interdesign som genomfér-
des 2009 (I4s mer pa sidan 18) hand-
lade om hur man kan ga till vaga for att
flytta eller skapa helt nya samhéllen
med hjalp av designmetoder. Under
det senaste aret har ett 6kat intresse
for projektet markts av utomlands. En
av dem som var med i Gallivare 2009,
Frank Mruk, professor pa New York
Institute for Technology (NYIT), bjéd i
hdstas in SVID:s Claes Fréssén som
talare vid en TEDx-liveséndning.

- Intresset for att utnyttja design
som en metod for att ateruppbygga
ett samhalle ar nu stérre &n nagonsin.
Sandy-orkanen synliggjorde behovet
av att anvénda designmetoder for att f&
fart pa ateruppbyggnadsarbetet. Och



drabbades av en hoéftfraktur. Efter ett
samtal fran Karlstad kommuns larm-
patrull till SOS gjorde Inge Frisk sin
patientresa med ambulans, via akut-
mottagningen, réntgen och operations-
sal for att nyopererad avsluta resan pa
en ortopedavdelning. Att genomféra en

sjalvklart for att f& med befolkningen i
detta. Flera platser i varlden har upp-
méarksammat City Move Interdesign
eftersom det intraffat s pass manga
naturkatastrofer p& senare. Dessa
innebédr automatiskt stora samhéllsfor-
andringar som kraver nya metoder med
en inkluderande utvecklingsprocess,
séger Claes Frossén.

Ett TED-framtradande betyder
ocksé nya kontaktytor pa sikt. Det &r
inte bara de som deltar i stunden som
har mgjlighet att lyssna. Budskapet
finns ju standigt tillgangligt via internet
och manga nyfikna fragor om City
Move lar dyka upp ocksa framéver.

Se féredraget pa www.youtube.com/
watch?v=v6SYq5jAFAQ.

patientresa ar exempel pa en metod for
att se varden ur patientens perspektiv.
En upplevelse som [amnar f& oberérda.
Resan dokumenteras och med hjalp

av de verktyg och metoder som finns
inom tjanstedesign blir resan underlag
for att utveckla varden.

noterat

Goran Hagglund gastade Centralsjukhuset i
Karlstad tillsammans med den fiktive patienten
Inge Frisk.

- Patienters erfarenheter av var-
den tillsammans med vardpersona-
lens kunskap ar var viktigaste kélla
till nyskapande inom varden. Experio
Labs roll kommer vara att initiera,
leda och utveckla innovationsprojekt
dér patienten alltid har huvudrollen.
Kort uttryckt handlar Experio Lab
om ett nytt forhallningssatt inom
varden, sager Tomas Edman pa
Experio Lab.

Experio Lab drivs av Landstinget
i Varmland i samarbete med SP
Sveriges Tekniska Forskningsinstitut
och Centrum for tjansteforskning
(CTF) med finansiellt stéd av
Vinnova. Namnet Experio kommer
fran latinets experior som betyder
“jag upplever”. Det kan ocksa harle-
das till engelskans experience som
betyder "erfarenhet”. Medskapande
och anvandarinvolvering — utgangs-
punkter som pa riktigt kan férandra
upplevelsen for framtidens patienter.

Karin Stener
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konferenser

Eighth International Conference
on Design Principles and
Practices

Om designens uppgift och hur den boér
anvandas for artefakter och processer.
designprinciplesandpractices.com/
the-conference

Connecting Dots: Research,
Education, Practice

Designpedagoger bor definiera vad
som &r effektiv forskning. Déarefter fora
ut den kunskapen i klassrummet.
Uppmaningen kommer fran DEC,
Design Educators Community, infér
konferensen i mars.
http://educators.aiga.org/upcoming-
design-educators-conferences/

2014 Laboratory Design

Konferens for experter inom omraden
som till exempel design och teknisk
konstruktion talar om bland annat
hallbarhet och vetenskapliga trender.
www.labdesignconference.com

ServDes (Service Design and
Innovation)

Tema: Service Futures

Den framsta internationella konfe-
rensen i amnet Service Design and
Service Innovation.
www.servdes.org

ICCMTD 2014

Internationell konferens om kommuni-
kation, media, teknik och design.
Fragor som diskuteras &r vidare sociala
medier, visuell kommunikation och
integrerad marknadskommunikation.
http://cmdconf.net/
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Fashion and Communication

Symposium med en allomfattande
definition av termen "mode” som om-
fattar arkitektur, antropologi, kultur-
vetenskap, historia, inredning, grafisk
design, psykologi, sociologi och
kvinnoforskning med mera.
http://design.umn.edu/fashionand/
communication/

Designs for Learning

Fjarde internationella konferensen om
designforskning vs designteoretiska
och metodologiska fragor samt multi-
modala metoder for designorienterad
forskning.
www.designsforlearning.nu

Cumulus 2014

Tema: "Vad &r pa gadng inom omréadena
kulturell mangfald, socialt engagemang
och olika utbildningar? Malet ar att
férena teori och praktik genom diskus-
sion om vad design, konst, musik och
digitala medier kan betyda i en tid av
globala utmaningar med osékerhet,
tvetydighet och komplexitet som fo6ljd.
http://cumulusaveiro2014.web.ua.pt/

DESIGN 2014

Denna 13:e internationella designkon-
ferens vill sammanfdra forskare och
praktiker som sysslat med industride-
sign ur en mangd olika perspektiv och
inom flera falt: teknik, estetik, ergono-
mi, psykologi, sociologi med mera.
www.designconference.org

A Matter of Design
5° Convegno di STS ltalia, den 5:e vart-

annat ar &terkommande STS-konfe-
rensen i samarbete med Politecnico di

Milano med underrubriken: Att skapa
ett samhélle genom vetenskap och
teknologi.

www.stsitalia.org

DRS 2014

Tema: Design’s Big Debates

Design Research Society 2014 ska
diskutera framtida inriktningar inom
design och designforskning. Avsikten
ar att hitta en gemensam diskurs som
omfattar alla omréden av designforsk-
ning; det ar av avgdrande betydelse
for var forstéelse och utveckling av
grunderna fér design. Med en stan-
digt 6kad efterfragan pa akademisk
specialisering finns ett stérre behov
an nagonsin av en métesplats dar
designforskarsamhallet kan ta itu med
alla viktiga utmaningar. Dessa spanner
6ver manga domaner och stora fragor
som paverkar hur vart omrade som
helhet utvecklas.

http://drs2014.org

DIS 2014

Tema: Crafting Design
ACM-konferens (Association for Com-
puting Machinery) om utformningen
av interaktiva system kring idén om
hantverket. Om bland annat multi-
touch, granssnitt och andra typer av
demokratiskt hantverk.
www.dis2014.org

DCC’14

6:e interntionella konferensen om
"Design Computing and Cognition”
med bland annat artificiell intelligens
inom designomradet, kollektiv design
och manskligt beteende vad géller
olika typer av designverkssamhet.
http:/mason.gmu.edu/~jgero/
conferences/dcc14/



och politik

Jag ir statsvetare, fore detta byrdkrat
och medborgare. Fér mig ir politik den
process dir vi tar ut riktningen mot vir
gemensamma framtid pa jorden.
Politik i textboksversion ar politikers
och tjanstemins utovande av makt i
den representativa demokratins insti-
tutioner. Men politik — inte minst i en
demokrati — ir ocksd méten mellan
minniskor som tillsammans identifie-
rar forindringsbehov, éverligger om
onskade ligen och definierar vigarna
framat utifran olika erfarenheter,
behov och idéer.

Jag menar att politik i hela detta
spektrum vinner pa insikt i och till-
limpning av design. Som regeringens
Framtidskommission konstaterat, star
demokratin infér utmaningar som 6kad
komplexitet och hastighet i globali-
sering, kunskaps-, informations- och
teknikutveckling, 6kad polarisering i
politiken samt minskad legitimitet for
demokratiska institutioner.

Vad kan da design bidra med i
detta? For det forsta gor design det
komplexa gripbart genom visualisering
och upplevelser. For det andra forutsit-
ter design kroniskt experimenterande
— 1 hogsta grad relevant for en allt snab-
bare samhillsutveckling, dir grundligt
uttinkta loésningar riskerar att vara
obsoleta redan innan de genomfors.
Dagens utmaningar kan sillan 16sas
genom storskaliga reformer som bygger
pa historisk evidens. Istillet miste vi
prototypa, testa, utvirdera, lira och
testa om och om igen.

Dieter Rams, legendarisk designer

for Braun respektive Vitsoe, formule-
rade tio principer fér god design. Hans
perspektiv var design av saker — men
jag, med flera, menar att principerna ir
relevanta dven for politik och offent-
liga tjinster. Nagra tankar att fundera
vidare utifrdn dr: God design utgar fran
minniskan. God design sitter fokus

pd anvindaren och hens behov och
forutsittningar att anvinda tjinsten,
inte pd byrdkratiska procedurer eller
partipolitiska taktikdrag. Oavsett om
det ror nattpatruller i hemtjinsten

eller skattesrittslig lagstiftning. God
design ir hallbar och lingsiktig. Den

ir genomtinkt in i minsta detalj. (Far
jag fortroende av bemétandet nir jag
ringer virdcentralen? Om inte kanske
jag uppsoker akuten, trots att jag vet att
jag far vinta lingre. Men jag tror att jag
i alla fall far triffa “en riktig likare”.)
God design ir enkel och diskret — nd-
gon som tinker regelforenkling? Den

ir innovativ, det vill siga att den soker
nya eller bittre sitt att (sam)skapa
virde med och fér medborgaren och
samhillet, bland annat genom att ta
tillvara tekniska méjligheter. Slutligen:
irlig och estetisk. I 7irlig” ligger jag in
omsesidigt fértroende, men inser samti-
digt att en sddan tolkning ir lingt ifran
sjalvklar. Estetiken d4? Ja, inte handlar
det frimst om snygga bilder pi webben.
Jag tror att estetiken fér Rams var ett
mer grundliggande virde. Overfore till
demokratins domin handlar det om
grundliggande virderingar. God design
innebir dirmed politik och offentliga
tjdnster som genomsyras av Rege-

kronika

Design for demokrat

ringsformens ord om respekt for alla
minniskors lika virde och den enskilda
minniskans frihet och virdighet.

I dagens diskurs om design for
politik framhalls systemperspektiv och
tviarfunktionalitet, utdéver anvindar-
involvering, som centrala byggstenar.
Detta ir oerhort angeliget, eftersom
fragmentisering och silotinkande —
liksom kortsiktighet — stindigt 4ter-
kommer i diskussionerna om bristerna i
dagens politiska system.

Glidjande nog vixer nu insikten om
och tillimpningen av design i politik
och foérvaltning. Radet for tjinsteinno-
vation och design ir exempel pa detta,
liksom designprocesser hos Forsik-
ringskassan, Arbetsférmedlingen,
landsting med flera. Detta kommer att
ge nya exempel att lyfta fram for att
inspirera, vidareutveckla metodik och
oka insikten om design som strategisk
formaga. Pa sikt kan det leda till att vi
tinker design dven i utformningen av
storre politikomraden.

Sara Modig
Sara Modig, medgrundare av ModigMinoz AB som
stddjer och initierar innovationsprocesser med sikte
pé hallbar samhéllsutveckling. Tidigare tjansteman

pé Naringsdepartementet och projektledare fér den
nationella innovationsstrategin.
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