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O mslagsb ild 
Vid ett sem inarium i juni 2001 om "Design ena global 
market" talade Peter Horbury om sin syn på vad som 
skiljer svensk och internationell design. (Peter Horbury 

är designchef på Volvo personvagnar.) Skisserna är 
hämtade ur det blädderblock där hon visua liserade hur 
den svenska ident iteten återspeglas i både klassi ska 

strama svenska möbler och bilor jämfört med kontinen
tala mer svulstiga former. Det är en tradition och identi

tet, som ligger till grund för den designprofil som bl.a. 
skall förstärka Volvo som ett svenskt varumärke . 



Torsten Doh lin 
VD, Svensk Industridesign 

Intresset för design är fortsatt ökande. Och intresset 

breddas. I 111edia tar även elwnomijournalister upp 

industriell design som strategiskt och värde

slwpande lwnlmrrensmedel. "SvD Näringsliv, 

motiverar si11 so111111arserie om design med att, 

Design på 2000-talet handlar 0111 /}e11ga1; 0111 att öka 

sin omsättning och att försvara sina marknads

andelar. Därför är desig11 ett ämne som förtjänar 

större utrymme i affärspressen. Men betydelsen av 

design gäller i11te bara varor riktade mot privat

personer uta11 även produkter som lanseras mot 

näringslivet." En vihtig aktör i svens/it näringsliv är 

fackföre11ingsrörelsen. I LO-tid11inge11 ger W/anja 

Lu11dby- Wedin sin syn på varför vi måste satsa på 

design och 111arlwadsföri11g. ''A ldrig har kopplingen 

mellan design och sysselsättning varit så uppenbar 

som 1111." f-/ 011 efterlyser ett gemensamt åtgärds

program för fack och näringsliv som hon anser båda 

länge underskattat betydelsen au design och 111ark

nadsko111munikation. I fem punkter fom111leras 

åtgärder för att öka lw11slwp och kompetens 0111 

värdet au ko111111unikatio11 och design i11te bara för 

kons11111e11tmarknade11 11ta11 även för traditionell 

i11dustri. För Desig11joumale11s läsare är 11tbild11ings

selaoms accelererande utbud au desig11k11rser 

välkänt . Denna utveckling är både glädja11de och 

oroande. Oroande för att det inte fi1111s tillräckligt 

111ed lärare, med risk att glädjen och intresset förbyts 

i misstro och svikna förhop1mi11ga1: 
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Design är bredare 
än upplevelse 

För att möta all de1111a efterfråga11 krävs krafttag 

från olika håll, 111e11 det krävs också samlade grepp. 

Förslaget till ett ge111e11sa111t program för fack och 

näri11gsliv bör kopplas till regeri11gskansliets 

sats11i11gar ino111 desig11området i ett brett 11atio11ellt 

ha11dli11gsprogra111 för i11tegrerad desig11k1111skap och 

ko111pete11sutuecl, li11g. För att 111öta det ta behövs 

ökade resurser på k1111skaps 11tveckling och 

forsk11i11gsank11yt11i11g. Utbild11i11gsdeparte111e11/et 

satsar på konst11ärligt 11tueck li11gsarbete. Det är gott 

och väl för de11 traditio11ella desig1111tbi ld11i11ge11 111e11 

otillräckligt för att svara mot behove11 au bredd11i11g 

11101 teknik- och eko11 0111i. KK-stiftelse11 satsar på 

11ppleuelseind11stri och skräddarsydda 11tbild11i11gar 

för små och medelstora företag i syfte att ge110111 

prod11kt11tueckling, innouatio11er och i11d11stridesig11 

skapa 11ya k1111duärde11. Det är lovvärt 111e11 111an 

måste ko111111a ihåg att design i11te bara fi1111s i den så 

kallade 1111/1leuelsei11dustrin. Då har 111a11 varke11 

bidragit till 11äri11gsliu eller utbild11i11gsväse11det på 

ett tillräck liKl seriöst sätt. Desig11 är bredare än 

upplevelse. 
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Redaktörsanteckningar 

Lisbeth Svengren, 

Företagsekonomiska Institutionen, 

Stockholms universitet 

Den kritiska massan för design i en kritisk tid 

D 
e_signer är en viktig del i utveck
lingen av samhället och inte 
minst i den nya ekono min med 
nya teknologier och media. 

Design och des igner var viktiga i den 
gamla ekonomin också, men det är nu 
som design uppmärksammas på ett sätt 
som sällan förr. Kraven på designers kom
petens är också större ä n någonsin. 
Regeringen sa tsar pengar i des ign urbild
ningarna, designforskning och näringslivs
stöd. Företag bygger upp des ignavdelning
a r och anlitar designer mer än någonsin. 
Detta är en internationell trend . 

Påsken 2001 var Universidade de Aveiro 
i Portuga l (departemento de communica
Vao e arte} värd för European Academy 
of Design Conference. Det var den fjärde 
konferensen i EADs historia. Några 
ka nske kommer ihåg att SVID var medar
rangör av konferens nr två i Stockho lm i 
april 1997? Då hade vi ett stort anta l arti
klar som fortfarande finns tillgängliga på 
~VIDs hemsida (under fliken "läsbart" ). 
Arets EAD konferens var mycket 
intressant och det är därför tacksa mt att 
vi får publicera några av artiklarna i detta 
nummer av Des ignjournalen. 

Temat för årets des ignkonferens va r 
"d3 desire des ign um des ign" . Professo r 
Vasco Branco, a nsvarig konferens
arra ngör, skr iver med a nl edning av detta 
fö ljande: 
"Globa lisation and the trends in commu 
nication techno logies are cha nging th e 
way people and organisatio ns think a nd 
act. Design a nd des igners contribute to 
the changing enviro nment, in the ways in 
which they in ter pret an d translate the ma
terial world. Design operates at botl1 
global, reg iona l and loca l leve ls, ar stra te
gic and operationa l leve ls, in pe rsona l, 
soc ia l an d enviro nm enta l contex ts. This 
conference is about setting th e agend a fo r 
design research, fo r refl ecti ng on des ign 
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a nd des ign resea rch now a nd in the 
future." 

Konferensen i Aveiro gav en glimt av 
den forskning som pågå r interna tionellt. 
Inte minst i länder som England och 
Australien pågå r det intressanta projekt 
både inom grundutbildning, fortbildnin g 
och forskning. Det finns nu fl era tidskrif
ter, akadem iska sådana, med fokus på de
sign och industrie ll des ign - förutom 
Designjournalen. Vi har den brittiska 
Design Journal, (Ashga te Publisher, UK) , 
där ni kan hitta fl er a rtiklar frå n EAD 
konferensen, The Internationa l Journa l of 
New Product Development and 
Innovation Management (Winthrop Publi
ca tions Ltd , UK ), och inte minst Design 
Management Institute 's The Design 
Management Journal. Alla dessa tidskrif
ter rekommenderas varmt för den som är 
intresserad av att se vad som händer inom 
designområder. 

Det är visser ligen en spännande utveck
ling, sett ur designsynvinkel, men det är 
inte bara på gott. Det finn s en del far hå
gor som lyfts fram. Naom i Gorn ick, sjä lv 
des igner, har länge a rbetat även so m lära
re i des ign man agement, bl a nd anna t på 
Roya l College of Arts i London och Bru
ne! University {tekni skt univers itet ), och 
kämpat för att öka des igners förmåga att 
klara spelet i företagen och även inta rna
nagementpos itioner. Eftersom fl er och fl er 
före tag uppmä rksa mmar des ign blir ju 
frågan o m vem som ska leda och bes lu ta i 
des ignfrågo r a ktuell. Var ska des ign posi
ti o neras i o rga nisa ti onen och vem ska 
vara des ign ma nage r - en design er e ll er en 
ma nage r? Hur stor ska en des ignavde lning 
vara? Vad jag sjä lv ha r kunn at konstatera 
i min forskning om integra tion av des ign i 
stör re o rga ni sa tion er ä r a tt det krävs en 
kritisk massa av designer i företaget om 
design ska ha en strategisk ro ll. En sva la 
gö r ingen somm a r - en ensa m des igner i 
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företaget gör inte design till en strategisk 
resurs. Maktspel? Javisst. 

Det råder samtidigt en eufori över 
design - men är det designens lycka? 
Är det så att design idag uppfattas ännu 
mer som styling, mode, lyx och yta än 
någonsin tidigare? Naomi Gornick pekar 
på faran att euforin över design kan vara 
designfunktionens dödgrävare. Det är en 
kritisk tid för design. Naomi Gornick dis
kuterar vad hon kallar "Designers dilem
mas". Ska designer tjäna konsumenttren
der eller bidra till samhällsutvecklingen? 
Det har ju historiskt sett funnits ett seriöst 
samhällsengagemang i designerkåren. 
Alla som har arbetat för att främja och 
föra fram design - kunde de (vi) förutse att 
masskonsumtionen skulle galoppera iväg 
med design. Är det som Frank Height 
säger i Naomis artikel "vi har skapat ett 
monster" re levant eller enbart en stark 
överdrift? 

Det talas allt mer om behovet av design
forskning - även om vi kanske inte riktigt 
vet hur och vad. Designskolorna har bör
jat visa ett allt större intresse för forskning 
och försöker hitta formerna för detta. 
Chris Rust och Adrian Wilson beskriver i 
sin artikel hur man utvecklat tekniker för 
att rapportera en praktikledd forskning. 
Därmed besvarar de också sin fråga om 
det är möjligt att presentera en visuell av
handling. Med tanke på regeringens nya 
satsning på doktorsexamina i kreativa, 
konstnärliga områden är detta en mycket 
aktuell artikel för svenska universitet och 
högskolor. 

Grundutbildningen har ett stort ansvar 
att sörja för en adekvat utbildning och 
förbereda studenterna på deras framtida 
yrkesliv. Utbildningen har bland annat 
förlängts till fem år och måste naturligtvis 
omfatta mer för att motsvara kraven från 
nutida yrkesliv. Men det går inte att bara 
förlänga utbildningstiden i all oändlighet 
och göra mer, utan det man gör måste 
förändras och gamla saker måste bort. 
Men vad är "gammalt" och vad kan 
ersättas? Vad finns det för nya pedagogis
ka metoder? Geoffrey Cabon beskriver i 

Design journalen 1/01 

sin artikel om "Free-choice", ett 
experiment där man använder museer för 
att vidga perspektiv och få en mer kreativ 
process. Speciellt med tanke på att design
processens metoder och tankesätt får en 
allt större applicerbarhet på områden som 
kanske inte omedelbart ses som 
designuppdrag. För att visa på detta 
berättar Geoffrey Cabon att australienska 
skattemynd igheten beslutade att utveckla 
en "integrerad ska ttedesignka pacitet" 
för det australiensiska skattesystemet. 
Deras ansats för utvecklingen av systemet 
baseras på samma sorts tänkande som 
t.ex. Jim Paris, en austra li sk industri
designer, applicerar på produktdesign, och 
Mary Montagne på informationsdesign. 
VD:n för Skattebudgetgruppen var enligt 
Cabon mycket entusiastisk över hur 
designtänkandet skulle förenkla skatte
systemet, som "var allt annat än enkelt". 
Bosse Ringholm borde kontakta australi
ensiska skatteverket! 

Keith Russels artikel om "Pu ppy love" 
- vi blir förförda av design på samma 
emotionell a sätt som vi blir av bedårande 
valpar. Han ansluter därmed ti ll delar av 
Naomi Gornicks artikel, nämligen att 
designer har skapat ett konsumtionsbegär 
som kanske inte var avsiktligt. 
Vi har alla relationer till de objekt vi 
omger oss med. Vi förförs av produkter. 
Många objekt är svar på våra begär. Men 
vilka är dessa begär? Hur kan vi utveckla 
en förståelse för den vuxna människans 
relation och kärlek till tingen? Forskning 
om vår relation till objekt är en central 
fråga i dagens konsumtionssamhälle. 

Designjournalen avslutas med en artikel 
av Gunnar Sandin, doktorand vid Lunds 
Tekniska Högskola. Den är en del av hans 
avhandlingsprojekt om redundans (förut
sägbarhet) som en kreativ egenskap . 
Hur bedömer vi estetiska egenskaper och 
hur mycket spelar förutsägbarheten in i 
denna process? Hur får man fram ett bud
skap i den estetiska upplevelsen av ett 
objekt? Det finns mycket spännande 
forskning på gång även i Sverige. 
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Objects of Desire: The Designer 
Leading or Being Led? 

Noomi Gornick is Associote Professor of 

Design Managemen t o t Brunel University, 

UK. She advises on development af ad

vonced postgroduote courses in the UK 

ond elsewhere. She has been o consul

tont in odvonced programme develop

ment in London lnstitute and Kingston, 

Middlesex ond de Montlort Universities. 

Formative yeors ot the Design Cauncil 

led lo o coreer dominoted by initio tives 

undertaken to integrote UK design ond 

induslry. She was founder Choirmon of 

the CSD Design Management Group in 

1981. 
For the last twelve yeors Noomi 

Gornick hos ini tia ted , developed ond 

directed post-graduote Design Manage

ment programs ot the Royol College of 

Art ond Brunel University. Her oim is to 

creote design-based professionols with 

senior management copobility. Meny of 

the one hundred groduotes from these 

programmes are now in senior posi tions 

in leading UK componies. Noomi 

Gornick is o design management consul

tont for clients in industry ond design 

both in the UK ond the US and lectures 

widely. In September 2000, Noomi 

Gornick wos invited to be o Keynote 

speaker ot the annuol lDSA (lndustriol 

Designers Society af Americo)in New 

Orleons She isa member of the judging 

panel for the annual IDSA Awords lo be 

presented in Boston, August 200 l . 

Objects of Desire: 
The Designer 
Leading or Being 
Led? 
Text: Noomi Gornick 

Design is al a crossroads: now more pervasive 

and at the forefront of modern consumerism, 

yet the designer's traditional role is under 

intense scrutiny by both clients and design 

practitioners them se lves. This study focuses on 

four dilemmas found in the development of 

design management, the quality of dialogue 

between designer and client, the status of 

design in organisations and the education of 

designers. Desig ners play a maior part in soc i

ety changes but should make a more serious 

contribu tion lo a larger range of discussion 

embracing consumer, market and globa l 

issues. The paper outlines recommendations 

and academic routes for achieving maximum 

contribution from the design community, both 

in practice and education. 

Thi s paper looks at the stead y 
progress of des ign end orsement 
by compani es and co nsum ers 
over the last two deca des a nd 

find s a number of linge ring inconsistencics 
still to be addressed. The a utho r's focus 
and activity during thi s tim e has been to 

ra ise th e status of des ign botl1 in the pro-
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fession itse lf a nd in orga nisa ti ona l ma na
gemen t. In effect, this study introduces an 
eva luation of a n educa ti ona l experiment 
carr ied o ut over the last twelve yea rs in 
the industria l design departments of two 
major UK aca demic institutions, the 
Roya l Co ll ege of Art a nd Brune! Uni versi 
ty. These post-graduate programm es, initi
ated by the au th or w ith a tea m of spec ia
li sts, evo lved from a perce ived, and docu
mented, need for change. (Hayes 1983, 
among others) .1 Desp ite progress made by 
thi s a nd o ther activi ti es, research findin gs 
wou ld indica te th a t there rema in fo ur 
pers istent di lem mas: 

T he fir st is co ncerned with the o ptimum 
pos iti on of des ign in a n o rga ni sa ti on a nd 
the type o f personnel w ho 'own' it and 
ma nage it most effectively. The fic lc! of 
des ign ma nagement has evolved through 
practice a nd resea rch. The q ucst io n is 
ra ised as to w heth er des ign management 
isa management d isc ip lin e, a des ign 
di sci plin e, botl1 or neith er. 

T he second dil emm a is th a t des ign appe
a rs to have reachcd the stage of pub lic a nd 
corporate rccognition th a t it has a lways 
asp ired to, but a t a leve! th a t ma y no t 
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reflect its true range of activities and its 
true worth to society. 

The third finds designers' influence now 
at its highest point. At the sa me time, 
des igners may be falling short of clients' 
expectations as wel l their own by accep
ting an anachronistic view of their range 
of responsibility. Designers now opera ting 
in the fi eld of des ign management are 
brave but too few, as yet, to create 
mea ningfu l change. 

The fourth dilemma could be seen as the 
bas is for the three above: UK design edu
cation has an outstand ing international 
reputation, yet it cou ld be argued that 
patterns are set <luring col lege yea rs in 
some institutions that unwittingly 
encourage isola tion and hinder graduates' 
integra tion and flexibility in an 
unpredictab le world. 

Design and lndustry in 2001 
The dichotomy that was endemic between 
design and industry in the UK has abated, 
but not vanished. Years of bridge-building 
activity between design and management 
cultures undertaken by govern ment, aca
demic and professional institutions have 
not been completely ineffective. Most 
companies a re now aware of the enhanced 
va lue that design can bring to rheir orga
ni sa ti ons. Management personnel know 
that design is vita l in innovation stratcgy 
bur may struggle to integrate it successful
ly in their businesses. In many 
organisations, design management has 
become a welcomed resource. How com
pany personnel are se lected for design
related decision-making is still a subject 
attracting much deliberation. 

The question is di scussed as to whether 
management-tra ined personnel can full y 
understand the potential of des ign 
rhinking and processes or wherher people 
with a background in des ign are more 
suited to champion des ign in 
orga nisa ti ons. In practical terms, both 
types of background experience and tra i
ning are required as design management 
personne!.2 It could be argued that the 
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emphasis on managerial design decision
making in orga ni sa tions crea tes an imba
lance. Design has been appropriared by 
non-designers or so it wou ld seem. In 
effect, managers in the current climate, in 
rhra ll ro design thinking, could start to 
think of themselves as des igners. 'Si lent 
design' may have fo und a voice. 

Tbi s isa slippery slope fo r des igners and 
managers . As David Walker says: Ma na
gers can easi ly assume tha t verba l proces
ses define a ll tasks and take rhe lead. 
Management writers sometimes set out to 
capture the simulations of des ign in langu
age, ... (to ) make it controllable . . . (but) rhe 
flow of (design's) specific iterative proces
ses cannot be defined in this way. T he best 
that management wr iting can achieve is 
good recipes, but there isa ga p,' he says, 
' between good recipes and good 
cooking.'3 

In establishing the balance between the 
contribution of the two main disciplines, 
it seems essenti a l that the design commu
nity be equall y active in the building of 
des ign management principles and proces
ses. Despite rhe reluctance of many 
designers to accept this premise, we are 
seeing the steady emergence of people 
with a design background who successful 
ly champion and integrate design in orga
nisations. Several factors contribute to 
this development, including the emergence 
of higher educarion programmes in 
academic design institutions as a lready 
mentioned. 4 

Here sits rhe first dilemma: Who owns 
design in business and industry? Who 
manages it most effectively? Marketers, 
production engineers, accountants, desig
ners in management ro les? or a ll of these 
personnel possibilities? H ow has design 
management evolved over time? In the 
meantime how have des ign practitioners 
fared in this new scenario of a lmost 
universa l design awareness. 

The Golden Age of Design 
It was with this phrase that Time magazi
ne last year qu oted Mark Dziersk, then 
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Objects of Desire: The Designer 
Leading or Being Led? 

President of the Industrial Designers Soci
ety of Arner ica, when the rnain article 
encitled 'The Redesigning of America' was 
devoted ro overwhelming consumer capi
tulation ro design and brand. Designers 
are now playing a key part in deciding 
what tornorrow's world wi ll look like. 
In a ll the main design disciplines: 
products, environment, communication, 
media they concribute ro the way society 
is evolving. The question is whether this 
euphoria will last, especia lly w ith the re
cent US economic retrenchment. It is diffi
cult ro determine, in this whir l of new 
product offers, whether the consumer is 
leading the designer or vice versa. 
However, seriously design has wanted ro 
present itself in the past, the marketplace 
is now almost totally biased towards 
design as style and fashion. Function is 
out. Form is in, says Time. 5 

Understanding increasingly rapid and 
unpredictable changes in consumer 
behaviour isa key cancern of most orga
nisations. Consumers are more confused 
than ever before; their purchasing patterns 
reflect this predicament. Hamel and 
Prahalad maintain that a company must 
be much more than customer-led in 
looking ro the future. Industry foresight 
has to embrace the 'total imaginable 
market.'6 On many levels, designers are 
expected to understand this idea and to 
hclp their client companies anticipate 
future trends. They are wel l-suited to do 
so . A few leading design consultancies, the 
Doblin Group and IDEO for example, 
undertake extensive user research for their 
clients. Many other designers are guided 
by an innate intuition about consumer 
behaviour without forma ! evidence to 
support their ideas. 

Larry Keeley, President of the Ch icago
based Doblin Group argues that average 
designers lack ski lls to describe basic 
kinds of innovation or how much 
difference they might ma ke once achievecl. 
Understanding the differences between 
scale- im provements to known product 
shortcomings against a new product 
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within a category and further, against 
inventing a new product category is not 
seen as part of a designer's recognised 
knowledge base and more ro the point, 
not seen as part of a clesigner's range of 
responsib ility. Enterprises expect inn ova
tion from designers without being overly 
explicit about their cancerns and require
ments. Innovation methods need ro be 
systematica ll y understood by a ll involved 
in the process. 7 

Many designers are eq ua ll y concerned 
about their contribution to society as a 
whole as well as consumer trends. In the 
competitive race for new ideas, the speed 
of product development necessitates 
incremental adjustments to existing 
models that can add more to sty le than ro 
function. Some designers would far rather 
opera te at the other end of the innovation 
spectrum and tackle the pressing problems 
of urban mobility, for example, ra ther 
than configure new features for an 
existing car or even contr ibute ro the de
velopment of a tota ll y re-cyclable mode!. 
This represencs a continual tug-of-war in 
many a designer's psyche. 

There is nothing new in this conflict 
(which could reflect global world trade 
discussions in Davos and Porto Alegre}: 
Graphic designers have recently re-issued 
an internationa l 'Design Manifesta' (origi
nally constituted in 1964) signed by lumi
naries such as Gert Dumbar, Katherine 
McCoy, Milton Glaser and Vince Frost 
exhorting designers ro take on more 
serious work than simpl y pandering to 

advertising industries demands .8 
The Manifesta declares: 'Commercia l 
work has a lways paid the bills ... T his, in 
turn, is how the wor ld perceives design. 
The profession (is involved in ) manufac
turing demand for things that are inessen
tial at best. There are pursuits more 
worthy of o ur problem-solving sk ill s. 
Unprecedented environmenta l, socia l and 
cultura l cr ises demand o ur attentio n.' 

Misha Black (Professor of Industrial 
Design at the Royal Co ll ege of Art 1959-
75) talkecl about abou t this conundrum: 
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' ... many designers yearn for commissions 
with social purpose ... If people mutate', he 
said 'why should not the objects they 
desire egually change and counterchange? 
The essential characteristic of the designer is 
an unguenchable optimism, and as 
often as not the abi lity to anaesthetise his 
(or her) intellect to allow for momentary 
belief in the validity of his (or her) task ... ' 9 

This dichotomy was also evident in the 
philosophy of US designers Charles and 
Ray Eames who worried about the social 
responsibility of the designer. Their 
biographer Pat Kirkham writes: ' ... many 
of the products they (the Eameses) design
ed were associated with consumer life
style. They would have been horrified at 
the late 1980s cult of 'designer' objects; 
however, if that phenomenom was a result 
of the cancern with the saleability of ma
nufactured objects through appearance ... 
when the Eameses were at the forefront of 
promoting design for a new lifestyle - then 
they must be seen as part of the process 
that led to it.' 10 

And there you could say, go all of us 
who were promoting design with the same 
evangelistic zeal over the last two decades. 
Could we have foreseen that one day mass 
consumerism would gallop away with the 
design message without our being able to 
control events or even to voice our 
cancerns . 'We have creatcd a monster' 
Frank Height announced to awestruck 
industrial design students at Brune! 
University recently. (He was Professor of 
Industrial Designat the Royal College of 
Art following Misha Black) 

Here is the second dilemma: Design 
appears to have reached the stage of 
recognition that it has always aspired to, 

but at a leve! that may misrepresent its 
true range and worth. 

Time of Change 
Larry Keeley, concerned about the role de
signers play in the larger global scenario, 
wrote in 1990: 'We have entered a time of 
change for the design profession. It is 
largely manifest in new client needs, 
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which seem way ahead of des ign strategies 
and services .... either design professiona ls 
wi ll recognise what is needed and learn to 
provide it, or the whole fi eld will be eclip
sed by others (like advertising and marke
ting management} who move in to fi l] rhe 
void. To !essen such a threa t, design 
professionals should begin seeking new 
directions in earnest'. 11 

The world ten years later has changed 
dramatically. Design, in all disciplines, is 
now acknowledged as a valuable resource. 
Designers, now in positions of increased 
influence towards their clients and consu
mers, may not be using this influence ef
fectively enough. It is not sufficient to be 
seen solely as occasional magicians. 
Keeley has sounded a warning note to all. 
Designers need to know more and take on 
more challenges. Exclusion from major 
design decision-making processes in client 
companies while other disciplines are 
stepping in need not be a permanent state 
of affairs. 

The work of designers directly affects 
the way people live and work. Constantly 
critical and searching for improvements in 
products and services they intuitively un
derstand much about the way society is 
changing. In whatever area they practice: 
interiors, graphics, industrial design, 
media , their main purpose is in developing 
conceptual ideas into usable and aesthetic 
objects. David Walker says : 'Designers 
make shapes which shape the future.' 
Although intuitive knowledge is highligh
ted in the drive for more creativity these 
days, it is not all foolproof. Designers 
need more skills and knowledge to sustain 
their original ideas. 12 The question is: are 
designers willing and able to take a leap to 
find new directions? Only an exceptional 
few seem to be able or want to enlarge the 
parameters of their work. 

This is the third dilemma: With their in
fluence now at its highest point, designers 
are falling short of clients' expectations as 
well their own by accepting an anachro
nisric view of their range of responsibility. 
Designers now operating in the fie ld of 
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des ign management are bra ve but too few 
as yet to create mea ningful cha nge. 

Design Education 
T here seems to be a n invisible limit to the 
accep ted range of a designer's responsibi li 
ty, conta ined, as it were, by the project in 
hand, and no further. It cou ld be argued 
that this ' limited responsibi lity' factor is 
not acc iden ta l a nd may we ll be a facet of 
the education norm. Des ign students are 
often not encouraged directl y to 
understand , a nd therefore may not be in
terested in , the context of their work for 
industrial clients or the wider implications 
of their actions . T his may not be 
surpris ing in the UK (and elsewhere) when 
des ign schools are normally located in 
colleges of art and design. T he atelier/ 
studio environment can be overly intros
pective for the individua l when there is 
little o r no emphasis on those elements re
la ting to an industr ia l or bus iness context. 

There has been a long stand ing con und
rum in Art and Design ed ucarion. Should 
design be taughr in schools of engineering 
and technology as in the German educa
rional system or is it nearer in nature to 
Fine Art? M isha Black said : 'Art and 
Design .. . share the common attr ibute of 
creativity. 

Over the past 15 yea rs (written when 
Black retired from th e RCA) I have oscil
lated, like an erratic weathercock, from 
the view th at industrial des ign isa 
problem-solving activity owing a lliegance 
on ly to engin eering, to the op ini on that its 
linkage with the fine arts is as important 
as its dependance on technology. 

" ... now, as I leave the School of lndu s
trial Des ign at th e Ro ya l Co ll ege of Art, 
I a m sure that industrial design isa defina
ble activity with spec ific attr ibutes whi ch 
distinguish it from engineering design, 
and th at education for its profession can 
most effectively be cond ucted at co ll eges 
of a rt and design. An engi neer ca n proper
ly be sat isfied if a product works efficient
ly, whil e the industrial designer has on ly 
compl eted hi s rask when it is accep tab le 
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to the operator or consumer, w hen it 
meets the practical and emotional needs 
of the society fo r w hich it has been 
produced. " 13 

It is argued that the a llia nce of a rt and 
design in one educational institution crea
tes a teaching a nd learn ing ano ma ly. 
Professor Bl ack, a nd many others, have 
wres tl ed w ith the q uestion . O ut of thi s 
ano maly the conundrum ar ises. Artists 
no rma ll y start wo rk w ith a blank page 
and a personal perspective a nd des igners 
have a g iven set of constraints includ ing 
the clients' brief, economic and indu stry 
sector demands, hea lth an d sa fety regu la
ti ons, for exa mple. 

Design students have the benefit of 
work ing a lo ngs ide the insp iration of 
artists but may be denied, in that environ
ment, knowledge of the ' real wor ld ' in 
which they are eventu a ll y go ing to work. 
Like the artists in this ate lier/studio, they 
have a lso been taught to start work with a 
blank page . Hence their pre-occupation 
with 'Blue skies' projects or 'Starting from 
Zero' philosophy. In certain respects this 
can be seen to be the natura! innovative 
stance of the des igner, the magic; and in 
certain instances it is effective, as in 
fashion. But for the larger view, man y fee l 
this approach is flawed. Eames 
maintained that constraints actua ll y 
encourage creativity. There rema ins a 
nagging cancern amongst ma ny in the 
des ign community that the deve lopment 
of design students ' creativity may be ham
pered by the inc lu sion of studies relating 
to wider inte llectua l and practical skill s. 

In general, th e outcome of this debate 
has been to accept the conundrum as a 
g iven a nd to delay action to fac ilitate 
change. The des ign curricu lum , a lready 
filled with a bundant creativity teaching 
has little room for add iti ona l contextua l 
knowledge a nd skill s which man y ed uca
tion a li sts beli eve can be learned by g radu
a tes o nce in employ ment. In a ·1995 
survey o f Design Departments in UK 
Coll eges of Art and Design, th e a uth o r 
found a des ire on the part of ed ucatio na-
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li sts to develop contextua l business studies 
and significant improvement in the num
ber of des ign courses offer ing these 
subjects; the sta ndard reasons given for 
their non- inclusion being lack of time and 
resources 14 

A recent survey of Art and Design Gra
duates career patterns indicated findings 
of a more sober nature which would sug
gest little progress has been made 15. T he 
study sets art and design education in the 
modern worl d of grad uate employment. 
In essence, des ign graduates exhibit most 
of the attributes that employers require -
comm unication, teamwork and interper
sonal sk ills. However, it is questionable 
whether the graduates themselves are 
aware of this, whether they get ass istance 
from their institutions to make the most 
of their attributes and, fundamenta lly, 
whether those teaching in the sector are 
aware of their ernployment prospects. 

In genera l, design courses have not 
helped them to develop teamwork and in
terpersona l sk ills or good written commu
nication ski ll s. Ma ny graduates worry 
about the lack of professional and 
bus iness studies components on their pro
grammes . Career guidance was not seen 
as an important element. T here is a relati
vely poor leve! of contact with the world 
of work, insufficient work- linked projects, 
or work-cxpcricncc opportunities, such as 
embedded placements. Design graduates 
have enormous potentia l in rnany new 
fie lds . It appears from the UCE stud y that 
many grad uates may leave co llege at a di s
advan tage without rea lizing the va lue of 
their knowledge and ski ll s and the career 
directions they might usefu ll y adopt. 

This is the fourt h d ilemma: UK des ign 
educati on has an outstanding interna ti o
na l reputation, yet it could be argued that 
patterns are set in many institutions 
during college yea rs that unwittingly 
encourage iso lation and hinder grad uates' 
integra ti on and fl exibili ty in an unpred ic
tab le wor ld . 

This educationa l predicament could 
account for Keeley's findings and exhorta-
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tions. Designers are achieving results in 
spite of elements lacking in their 
educa tion. How rnuch more effective an d 
dominant cou ld the profess ion be with 
added dimensions to educa tiona l curricu
la. There are signs that these issues a re 
beginning to be considered . In a recent 
study by the Nationa l Society fo r Educa
tion in Art and Design (NSEAD), Martin 
Bouette suggests that univers ities ensure 
tha t taught ski ll s can match des ign 
students cornplex career possib ilities. 
H e adds that there isa need for work 
placements to be built in to the 
curricu lurn . 17 

The Emergence of Design Manage
ment Education 
The press ing need for change no doubt 
contributed in the late 80s to the pro li fe
ration of post-graduate design program
mes at many UK academic design in stitu 
tions incl uding those of the new fie ld of 
Design Management Education 18 .These 
now exist, each with its own particu lar fo
cus, at an increas ing nurn ber of UK 
Design institutions including West Surrey 
Institute of Art and Design, University of 
Centra l England , Middlesex Uni ve rsity, 
de Montfort Un ivers ity, Staffordshire 
University, Sheffield H a llam Univers ity. 

W ith David Wa lker (formerly at the 
Open University), the author estab li shed 
the first MA Design Management 
prograrnme at the Roya l College of Art 
from1 989 to 1991 subseq uentl y moving 
to Brune[ University w here the new pro
gramme, MA Design, Stra tegy and 
Innovation, started in 1993. T here are 
now 100 graduates from both instituti ons, 
70 % of whom are now employed in 
industry, many at sen ior levels. T he o bj ec
ti ve was to create 'new design professio
na ls' w ith enhanced management capabili 
ti es w ho would take up ro les in industrial 
orga niza tions to help champion and 
integrate design on a long term basis. 
The programme's emphasis is on for ma! 
practica l aud its and internships 
(placements) undertaken in 
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manufacturing and service companies. 19 

The programme is devised fo r those with 
an interest in working a t the interface bet
ween des ign, business and industry. It is 
fo r those w ho want to act as interpreters, 
champions of des ign, ca ta lysts fo r innova 
tion and corpora te change in 
organisa tio ns. 20 

It was a lways che programme's intention 
that students continue to use their inna te 
des ign thinking and fo llow the pa thway 
most suited ro their skill s and 
predilections. The o ucco me of gradua te 
employment des tination pa tterns can be 
ga uged, in pa rt, from students' fina l di s
sertation resea rch copics that include titl es 
(from Brune!) such as : 

• Exa mining M arker led Des ign Respon
ses 

The Wo rld in che Pa lm of your H and ' 
An investiga tion into the feasibilicy o f 
the mobile Internet 

• The Techno logy Scout: how an indivi
dual can best discover, eva luate and 
communicate emerging techn ologies 

• One H it Wonders: Can Industrial 
Des ign Consultants Consistently 
produce Innova ti ve Des ign? 

• Measuring consumer brand experien
ces : Add ress ing the na ture of the consu
mer's rela tionship of a brand o n and o ff 
line 

Conclusions 
In exa mining the key questi on 'Are 
des igners leading or being led ?' thi s pa per 
has outlined a num ber o f dil emmas that 
emerge fro m the in vestigatio n. Des ign ca n 
be seen to have reached a pos iti on o f po
wer and yet there appea r to be prob lems 
attached to its popul arity. 

In looking ar the pos iti on of des ign in 
o rganisati ons and the type o f personnel 
who 'own' it an d manage it most effecti 
ve ly, the question is ra ised as to whether 
design management is a management 
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discipline o r a des ign di scipline o r bo tl1 . 
It co uld be seen ch at the effecti veness o f 
des ign decision-ma king requires a tea m of 
specia list pl ayers . Keeley insists tha t too 
ofcen des igners fee l thac issues o f corpora
te st ra tegy a re none of their business . 
They presume tha t they w ill be to ld what 
che client st ra tegy is and ch en crea te a 
des ign within tha t framework . This a ttitu 
de keeps their work at minimum leve!. 
M ost designers ca n contribute far mo re to 
the success of an enterp rise if they imagine 
themselves into the business and imagine 
every poss ible mo ment of customer inter
face w ith a compa ny. Des igners get to 
know cheir client companies well. They 
a re in a good pos ition ro advise on the 
bese w ay to have design represented in the 
orga nisation. They are the ones w ho 
should lead improvements in this a rea and 
not expect o ther di sciplines to suggesc 
solutions on their beha lf. 

Des ign appears to have reached the 
scage of recognition that it has a lways as
pired to, but at a leve! that may no t refl ect 
its true range of current acti vities and its 
true worth ro society. Employers crave 
new ideas and want risk-takers, la teral 
thinkers and crea tive pro bl em-so lve rs. In 
a new jo int Brune! Unive rsity and Design 
Council publicati on invesciga ting crea ti ve 
design curri culum development, ma jor 
glo ba l and scientific brea kth ro ugh iss ues 
are di scussed w hich directl y relate to pre
sent and future des ign acti vity. These 
include iss ues relating to susta ina bility, 
ergono mics, digita l systems, nano techno
logy, internet and bi ocechn o logy, for 
exa mpl e. 16 

With their influence now at its highest 
po int, des igners may be fa iling to grasp 
their enhanced range of respo nsibility. 
Des igners need to ma ke a se rio us contri
buti on toa la rger range o f di scuss io n, 
simil a r to those in des ign management ro
les . There needs to be a develo ping clia lo
gue w ith clients th at embraces the evolu
ti on o f current des ign resea rch, includ ing 
che st rong ama lga ma ti o n between des ign, 
anth ro po logy and socio logy. Des igners 
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need to use the growing body of resea rch 
that is fas t developing not only in many 
international institutions but especia ll y in 
their own des ign schools. It is no longer 
sensibl e to carry out a proj ect without 
considering and discuss ing its wider 
context. 

Leaders in organisa tions are continuall y 
looking for insight into the complex 
world they inhabit both internall y and ex
ternally. They need their consultants in all 
disciplines to help them re-appra ise the 
culture of their organisa tions in order to 
move on. Designers must be part of the 
discuss ion to help facilitate crea tivity and 
innovation in cl ients' corporate thinking. 
A continual complaint by designers of 
their client companies is that they are in
sufficiently innovative and averse to risk. 
Designers, in genera l, must now take the 
initiative and lead innovative thinking 
methodically in their client organisations. 
They must become pa rt of the risk-taking 
culture. 

Finally, UK design education is amongst 
the best and yet students are insufficiently 
prepared for an increasing range of poten
tial career activities. A careful analysis by 
tutor and student of individual student 
sk ill strengths and weaknesses will enable 
graduates to have more confidence in their 
approach to employment possibilities. 

Design now covers a wide domain. It is 
important that several infor mation spectra 
are presented to students including the 
range of potential cl ient or employment 
organisa tions, range of new design activi
ty and range of recognised roles. Whereas 
once it was envisaged that a design gradu
ate would set up in their own business or 
join an existing consultancy, there are 
now no hard and fas t rules. Graduates 
from the Brune! M A Design, Stra tegy and 
Innovation programme have work titl es 
such as Ambassador of Imagineering at 
Orange, Vehicle Integrator at Ford, 
Environment Engineer at Nokia, Design 
M anager at the Design Council and North 
American Vice President of Product Deve
lopment and M arketing, London Taxis ln
ternational. 
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This is the di ffere nce between leading o r 
bei ng led. Why are des igners wa iting to be 
asked to dance ? They need to raise thei r 
eyes from the drawing boa rd , move away 
fro m the MAC and begin to make 
meaningful connections with the tu rbulent 
world outside, as contributing 
participanrs, not di stant authorities. It me
ans accepting much more responsibility, 
tackling issues that they might not have 
thought poss ible and pushing out some 
boundaries that they may have made fo r 
themselves. Designers ca n use their newly 
acquired influence to effect change fo r 
both clienrs and consumers . lt could be 
argued that they may be squandering that 
influence, and potential leadership, at the 
very moment they need to use it. 
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'' F ree-Choice '' 
Settings for Design 
Learning 
Text: Geoffrey Cobon 

Only a sma ll component of design learn ing is 

completed in the traditional design academy. 

Learning about design emanates from real li fe 

experiences, and lakes place in many other 

settings including the workplace, museums, 

and a w ide range of comm unity-based 

organisations . 

This paper describes the development and 

testing of a methodology for evaluating design 

learning in a particular " free-choice" setting, 

namely, the museum. It discusses the resu lts of 

a pilot study conducted with focus groups of 

design students. The methodology was adap

ted from Falk's model of Personal Meaning 

Mapping, and the results of the study indicate 

that museum-related experiences can contribu

te significantly lo the students' design learning . 

I
n a recent paper presented at the 
Re-inventing Design Education 
Conference at Curtin University in 
Western Australia, I argued that only 

a relatively small component of learning 
takes pl ace in the traditiona l setting of the 
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university. A study by Falk (2000) has 
identified three sectors in a learning infra
structure, namely the school, the workpla
ce and the free-choice lea rning sector. 
According ro Falk, the term "free-choice 
learn ing" refers ro the type of lea rning 
that occurs when learners have control 
over what, when, why and how they 
lcarn . He cl aims that though it isa little 
appreciated fact, most of the learning in 
the United Stares occurs in the last of the
se three secrors, namely free-choice lea r
ning. "Typica ll y, free-choice lea rning 
refers to the type of lea rning regul a rl y 
fac ilitated by museums, science centres, 
zoos, aguar iums; and a w ide range of 
community-based organizations including 
lib raries, youth groups, environmental 
and hea lth-related orga nizations and 
fa ith-based organizations; print and elec
tronic media including books, rad io, tele
vision and film; and the increas ingly im
portant, the internet " (Fa lk , 2000, 4). 

It is in the best interests of design ed uca 
tors ro know more about design lea rning 
in free-choice settings. In partictilar, we 
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should know more a bo ur rhe degree o f 
comparibiliry berween des igners' lea rning 
sryles a nd free-cho ice experiences, a bo ut 
rhe potenti a l of pa rricula r free-cho ice se r
tings fo r des ign learning, a nd ways in 
which des ign schools ca n enh ance free
choice lea rning experi ences . As we beco
me more awa re o f rhe forces a nd influen
ces associated with the " informati on age", 
we become more concerned abo ut the 
inadequacies o f traditiona l lea rning and 
teaching models. Fo rrunately, ma ny 
des ign schools have begun to query some 
aspects of rhe t raditiona l des ign curri cu
lum which refl ected a view tha t the des ign 
school could prov ide the tota l lea rning 
expen ence. 

Of particular significa nce in the search 
for new settings for des ign learning is the 
theory of constructivist learning (H ein, 
1995 ), which is not new but is enj oying a 
timely reviva l. Constructivist theory ma in
tains that individuals construct their own 
meanings acco rding to their persona l ex
periences, a nd that they lea rn by accumu 
lating experi ences from a wide range of 
sources . Wh ile ma ny design education 
progra ms have recognised that there a re 
va lua ble sources of des ign learning o utsi
de the academy and have made some 
efforts to accommodate thi s through 
coopera tive educa tion progra ms and 
community-based p rojects, th ere is room 
and opportun ity fora grea ter emphas is on 
non-conventiona l ways of fac ilita ting 
des ign lea rning. 

Link between free-choice learning 
and new applications for design 
thinking skills 
I beli eve th at there isa direct link between 
free-ch o ice des ign learn in g a nd new a ppli 
cati ons fo r des ign thin king skill s. By 
g ivi ng des ign students grea ter contro l ove r 
what, when, why a nd how they lea rn we 
fac ili ta te new a ppli ca ti ons fo r th eir des ign 
sk ill s a nd we can a lter the stereo type o f 
the des ign gradua te. And there is conside
ra bl e ev idence th at thi s stereo type needs 
some va ri a ti on. The di ve rse ra nge o f skill s 
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and abiliti es of gra duate des igners a re not 
apprec ia ted no r utili sed by a !a rge section 
o f the community. Whil st man y des ign 
gradua tes ma ke va lua bl e contributi ons to 
society, ve ry few ha ve influentia l ro les in 
industry, government o r community sec
tors. Yet there a re indicati ons o f a n 
increas ing apprec ia tio n by some !a rge 
o rga nisa tions o f the ma ny a pplica ti o ns o f 
skill s in des ign thinking. 

I a ttended receml y in Canberra a confe
rence helcl by the Austra li a n Taxa ti on 
Office. Among th e guest spea kers was Jim 
Fa ri s o f the America n des ign consulta ncy 
Alben Fa ri s Inc . Hi s consulta ncy spec ia li 
ses in strategic thinking a nd crea ti ve 
des ign of interacti ve experi ences a nd 
includes as cliem s Apple, IBM, Netsca pe 
a nd Sony. Ano ther guest spea ker was 
M ary Montague of M o ntague Leong 
Des ign in Sydney which , fro m a base of 
g raphic des ign and visua l co mmunica tion 
focuses on informa tio n des ign . Stra nge 
guests a t a tax conference! What were 
they ta lking a bo ut? A corporate identity 
fo r the ATO perhaps, o r a new web site? 

Following advice from Tony Golsby
Smith, a consultant in des ign thinking a nd 
w ha t he ca ll s 'stra teg ic conversa ti ons' , the 
Aust ra lian Taxa ti on O ffice made a deci
s ion a year ago ro develop a n ' integra ted 
tax des ign ca pa bility' for the Aust ra li a n 
tax system. Their a pproach is based o n 
the sa me sort o f des ign thinking tha t Jim 
Fa ri s a pplies to procluct des ign, a nd M a ry 
M o ntague to in fo rma ti o n des ign. I was 
surpri sed a nd impressed by the 
enthusiasm w ith w hich the 300 ATO 
employees a t th e co nference a ppea red ro 
have embraced th e new a pp roach, desc ri 
bed by Fa ri s as "one o f th e mos t 
a mbiti o us a nd important des ign projects 
in the wo rld ". Among th e memo ra ble 
moments a t th e conference was the admi s
sion by the Exec uti ve Directo r o f the 
Treasur y Budget G ro up tha t the new 
Simplified Tax System is a nything but 
si mple, but that the ST S M a rk 2 will be 
signifi ca ntl y impro ved as a result o f the 
new 'des ign thinking' a pproac h. 
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I've used the Taxa ti on Office example 
ro demonstrate the d iversi ty of 
applica tions for design thin king skills. I 
bel ieve that th rough encouraging greater 
diversity in lea rn ing oppo rtunities we ca n 
fac ili ta te grea ter di ve rsity in the applica
tion of these sk ill s. T hus my interest in 
free-choice lea rning. 

In a recent effort to explore the potenti
a l for des ign learning in a particular free
cho ice setting, I undertook in coll abora 
tion wi th the Powerhouse M useum in 
Sydney a resea rch project titled "Design 
Learn ing in M useum Settings" . The 
pro ject was fund ed by an Industry-Link 
Seeding gra nt, and the Powerhouse 
M useum was selected as the focus for the 
research because of the design emphasis in 
its exhibits. 

In previous papers (Caban, 1998 and 
1999) I had looked at the opportunities 
for design learning in the setting of the 

. work place. I had referred to the work of 
Gibbons, Limoges, Nowotn y, 
Schwartzman, Scott and Trow (1997) to 
argue that there has been a 
transformation in the mode of knowledge 
production towards what Gibbons et al 
ca ll "Mode 2 knowledge". This for m of 
knowledge is not defi ned by the trad itio
nal cognitive and socia l no rms that govern 
basic resea rch or bas ic science, but it 
cmanates, by contrast, from a broader 
ra nge of considerations and is intended to 
be usefu l to someone in industry, govern
ment or the more general community. 
"Mode 2" knowledge is carried out in a 
context of application, is t ransdisc ip linary 
and is characterised by heterogeneity, 
socia l accountabili ty and reflexivity. 

My main aim in these ea rlier papers was 
to explo re new applica tions for design 
thinking sk ills, and th is has a lso been a 
genera l aim in the museum study. The 
specific objectives of the Powerhouse rese
arch were 1) to establish a theoreti cal 
fra mework for the eva luation of des ign 
lea rning in museum settings, and 2) to 
develop and test a methodology for this 
eva lua ti on. 
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General learning in museum 
settings 
W hile some evi dence is ava il able of the 
va luab le ro le of museums as genera l lear
ning environments, not much is known 
about the va lue of museums in the deve
lopment of learning in specific areas such 
as des ign. Museum cura tors and des ign 
ed ucators have access toa wide range of 
in for mati on on lea rning theory th at can 
be applied, in genera l ways, to lea rning in 
museum settings. 

Hein (1995) drew upon the work of 
Dewey (1938, 1963), and upon Pepper's 
fo ur world views on how knowledge is 
constructed (198 1), to consider fo ur lea r
ning approaches that have releva nce for 
museums. As well as the currently fas hio
nable constructiv ism and the behav iour ist 
lea rning mode! he discussed a lso the more 
traditional me dels o f traditional lecture 
and text and discovery lea rn ing . 

Applying these fo ur learning approaches 
to museums, Hein suggested that there 
could be fo ur di ffere nt kinds of museums. 
These include the Systematic M useum, 
based on the traditi onal lecture and text 
mode! , the Discovery M useum, based on 
the discovery lea rning mode!, and the 
Orderly M useum based on the behaviou
ri st learning mode!. The learning fea tures 
of the four th kind, the Constructivist 
M useum, are that the vicwcr constructs 
personal knowledge from the exhibit, and 
the process of ga ining knowledge is itself 
a constructive act. The focus is on the visi
ter, not on the content of the museu m. 

Among other resea rch which informs 
learning theory in museum sett ings is 
Hooper-Greenhill 's work (1999) on tra ns
mission versus constructivist me dels of 
communica tion, and a lso her use of her
meneutic approaches to understand the 
process of mea ning-making in museums. 

Learning styles of designers 
W hile researchers in to learning theory 
have looked at learning in some specific 
areas such as sc ience, there has been little 
or no help to curato rs on how they might 
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allow for the learning styles and learning 
needs of design students. Empirical studies 
indicate that the learning styles of design
ers are systematically different from those 
of other professional groups, and this has 
obvious relevance to designers' ways of 
viewing the world and responding to 
different environments. 

Newland, Powell and Creed (1987) ex
plored the learning styles, perceptions and 
cultural styles of designers in an attempt 
to define precisely how designers perceive 
and learn about their world. Their study 
drew on Kolb's work on individuals' lear
ning styles, Leary's work with interperso
nal communications, and Pepper's four 
world views explaining individuals' ways 
of reconstructing their sensory 
perceptions. Testing their ideas by 
questionnaire survey, they concluded that 
designers are what Kolb has called accom
modators, ie. they have the ability to 
involve themselves fully, openly and with
out bias in new experiences, and are 
better suited toan intuitive, artistic appro
ach than a systematic, scientific one. 
Their strengths are in doing things, carry
ing out plans and tasks and becoming in
volved in new experiences. They are diver
gent thinkers with imaginative abilities 
and an awareness of meaning and values. 

Cross (1991) has observed that 
although the amount of research inta the 
ways designers think is limited, some con
sistent patterns in the research results can 
be discerned. Referring to research eviden
ce which suggests that designers use parti
cular forms or styles of reasoning, Cross 
has presented the following observations: 

1. designers habitually treat problems as 
though they are ill-defined; 

2. designers use a solution-focusing cogni
tive strategy for problem resolution, 
whereas scientists use a problem-focusing 
strategy; 

3. designers use a particular form of rea
soning which is different from the 
conventionally acknowledged forms of 
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inductive and deductive reasoning and 
which can be described as 'abductive' 
(suggesting that something may be rather 
than must be or actually is ). 

Recent research by my colleague Jenny 
Wilson at UTS indicates that students 
who have entered tertiary design courses 
in recent years have diverse learning styles 
and are increasingly less likely to have all 
the characteristics suggested by Cross and 
others. Wilson argues that awareness of 
this increasing diversity, by students as 
well as lecturers, can be utilised to broa
den the scope of design graduates and in
crease opportunities for tbe application of 
their individual skills (Wilson, 2000). 

It is useful for appropriate museums to 
be aware of the available knowledge on 
the learning preferences of designers, and 
to look for opportunities to provide for 
these preferences in museum experiences. 

Creative learning and museums 
Caban (1991) surveyed a sample group of 
industrial designers, interior designers, 
visual communicators, and fashion and 
textile designers to determine the skills 
and competencies considered most impor
tant for their design practice. Thirty three 
skills and attributes were identified, and 
while communication skills, technical 
skills, and skills in research and analysis 
were considered to be of great importan
ce, the only skill considered by a ll the 
sample to be integral to their design acti
vities was "creative thinking". No defini
tion of creative thinking had been provi
ded to those surveyed, but their responses 
indicated that they considered creative 
thinking to be central to the generation of 
innovative solutions to design problems, 
to the evaluation of ideas and proposals, 
and to the translation of design proposals 
to outcomes. 

For the purposes of the Powerhouse re
search project, it was decided to investiga
te whether creative-thinking skills cou ld 
be enhanced by museum experiences. 
Pursuing this direction was a challenge 
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due largely to the lack of consensus on 
what is meant by creativity and creative 
learning. Did we mean learning about 
creativity, or learning to be more creative? 
As objectives, is either or are both achie
vable in museums? The area of creativity 
has been researched by numerous groups 
including cognitive scientists, 
psychologists and visual artists but, as 
Edwards (1995) has pointed out: 'we still 
have no generally accepted definition of 
creativity - no general agreement on what 
it is, how to learn it, how to teach it, or if, 
indeed, it can be learned or taught'. 
(Edwards 1995:2). 

Briskman (1981) argued that in order to 
investigate how creativity is possible, we 
should not look for psychological proces
ses or traits leading to creativity, but rat
her for the 'aspects of products which lead 
us to evaluate them as creative'. Getzels 
and Jackson (1962) identified a wide 
range of creative qualities including play
fulness, humour, variety, social cancern 
and insight, personal introspectiveness, 
and inventiveness. Gruber (1981) pointed 
to two seemingly opposed approaches to 
creative work. One emphasises sudden 
moments of insight, dramatic reorganisa
tions of ideas, and the other the slow con
struction of ideas, trea ting creative thin
king as a growth process. 

Edwards (1993) drew on the work of 
Roger Sperry on the separate functions of 
the brain's left and right hemispheres to 
argue that there are ways of increasing 
right brain thinking and thereby 
enhancing creative thinking. According to 
Csikszentmihalyi (1998), the ability to 
think creatively is not limited to exceptio
nal individuals, but can be fostered in 
systematic ways through environments 
that encourage and nurture a creative 
approach to problem solving. In appropri
ate environments, people can be stimula
ted to have encounters that stimulate 
creativity. 
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"The quality of the encounter that leads 

to creative experience consists primarily in 

the openness during the encounter and in 

the repeated and varied approaches "to the 

object, in the free and open play of atten

tion, thought, feeling and perception. 

In this free play, the person experiences 

the object in its manifold relations to him

self and also tentatively tries out, as it 

were, a great variety of relations between 

the object thus approached and other 

objects, ideas, feelings, and imagination". 

(Csikszentmihalyi, 1998) 

Towards a strategy for enhancing 
creative learning in museums 
In developing a methodology for evalua
ting creative learning in the setting of the 
Powerhouse Museum, the investigators 
decided to utilise Falk's work on Personal 
Meaning Mapping (Falk, 2000). This 
work seemed particularly appropriate for 
the study because of its underlying princi
ples, namely, that the effectiveness of the 
learning depends on the degree of perso
nal engagement and meaning, and that 
personal engagement and meaning differ 
from individual to individual. 

If the museum is to be a true 'free
choice' setting for design learning, it is 
important that students retain control 
over what they learn in this setting (Falk, 
2000, 4). It was not the intention of the 
investigators, therefore, to recommend 
structured learning experiences in muse
ums. Rather, through knowing more 
about the potential for creative learning in 
the museum setting, we aimed to assess 
the value of some general and specific 
museum experiences in design learning. 

John Falk, who is Director of the Insti
tute for Learning Innovation in Annapo
lis, Maryland, agreed to join the investiga
tors as a research consultant. A methodo
logy, based on Personal Meaning 
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Mappi ng (PMM), was deve loped fo r 
testing in a pilot study involving UTS 
students in industrial design, interi0t· 
design, fashio n and textiles des ign, and 
visua l communication . Students were 
randomly divided into four gro ups and 
assigned to one of fo ur different types of 
museum-related experiences, which inclu
ded visits to a ll exhibits, visits to selec ted 
exhibits, and informat ion sessions on 
exhibits w itho ut an actua l visit. Each 
student was assessed, prior to and subse
quent to their museum-related experien
ces, on their baseline knowledge and un
derstanding of 'crea tivity' as it app lies to 
design, and the resulting scores were sta
tistically compared . 

The specific research questions posed 
were: 
l. Does exposure toa museum-related 
experience affect design students' 
• awareness of issues underlying crea tivi

ty and innovation? 
• understanding of the relationship 

between creativity and innovation and 
design? 

• apprecia tion for the ro le that museums 
can play in faci litating creative and 
innovative design? 

2 . Can the new methodology of Personal 
Meaning Mapping be utilised to help un
derstand the ro le that museum-related ex
periences have in affecting des ign 
students' awareness, understanding and 
appreciation of the relationship between 
creativity and innovation and design? 

According to Fa lk (1999), Personal 
Meaning Mapping is based upon a relati
vist-constructiv ist approach to measuring 
learning. The combination of prior experi
ence and the new exper ience result in lear
ning, but the resu lting learni ng is unique 
for each indi vidua l, situated within the 
context in wh ich it was learned. PMM is 
designed to measure how a specified edu 
cationa l exper ience unique ly affects each 
indiv idua l's conceptua l, attitudina l and 
emotiona l understanding. The major 
insight of PMM is that quality ed ucatio
nal experiences affect cha nge; the better 
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the exper ience, the grea ter the cha nge . 
T lrns, what is most profitably quantified 
is not "what" but " how much" someone 
learns. 

Specifica ll y, PMM measures change in 
an individua l's learning a long fo ur semi
independent dimensions. The first dimen
sion foc uses on an individua l's vocabul ary. 
More specifica ll y, this dimension attem pts 
to document the extent of a pe rson's awa
reness and understand ing of a particular 
topic by look ing at the vocabu lary they 
use to discuss this topic. The second 
d imension looks at the breadth of a 
person's unders tanding. How widely do 
they understand a particular top ic? How 
many different ways do they, conceptua l
ly, approach the top ic? The third dimen
sion investigates the depth of a person's 
understanding to document how deeply 
and richly someone understands the speci
fic concepts chey use. Fina ll y, the fourt h 
dimension looks at the mastery someone 
has of the topic in question. Th is dimen
sion fo llows a novice to expert conti nuum 
to document the way in which a person 
combines che exten t, breadth, and depth 
of their knowledge. For instance, Fa lk 
Moussouri & Colson (1998) contended 
that a group of experts could a ll ho ld very 
different opinions on a given subj ect, and 
cou ld a ll thin k about the subject in very 
different ways. Yet a ll cou ld be acknow
ledged as experts. 

Results of Study 
The study provided evidence that 
museum-related exper iences could, in fact, 
contribute to the learn ing exper iences of 
design students. In particular, the data 
showed that most students showed sign ifi 
cant changes in their understanding of the 
ro le that creativity can and shou ld play in 
the design process . Results from th e 
Personal Meaning Mapping assessment 
showed that a ll groups improved in both 
the extent and breadth with which they 
thought about creativity within the 
context of des ign. In particular, museum
relatecl exper iences proviclecl stud ents with 
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a concrete framework with which to think 
about issues of creativity and design. 
Students a lso showed an across-the-board 
change in their mastery of this topic. 
Students evidenced sign ificant 
broadening, deepening and enriching of 
their understanding, demonstrating signi
ficant movement along the novice to ex
pert conti nuum relative to this issue. 
However, though some members of one 
focus group showed significant improve
ment in their depth of understanding, this 
enhanced depth of understand ing was not 
the rule for most students. 

In understanding these resu lts it is 
important to appreciate that the ed ucatio
nal experience of each student was brief -
each experience lasted only one hour or 
less. Hence, it is not surprising that there 
was little change in depth. However, it is 
worth noting that despite this brevity, a ll 
students showed significant increases in 
their learning about the relative ro le of 
creativity within the design process. There 
was an increase in their ab ility to describe 
crea ti vi ty within the design context, as 
measured by extent scores, in their ability 
to conceptualise creativity with in a design 
context, as measured by breadth scores, 
and in their abi lity to holistica lly 
understand and discuss the topic, as mea
sured by mastery scores. The study would 
thus suggest that museums do have a 
strong potential for faci litating the 
learning of tertiary design students re lati
ve to creativity. 

It is apprecia ted that this was a pilot 
study conducted with relatively sma ll 
sa mple sizes, and that the study did not 
shed much light on which specific pedago
gica l approaches best met the needs of 
students. A future investigation wi ll be 
necessary to tease out what approach, or 
combination of approaches, best faci lita
tes this type of learning for this type of 
student. 

Design journalen 1/01 

Conclusion 
This pilot study provided important sup
port for the hypothesis that museums ca n 
foster conditions under which creativity 
and innovation in the design process ca n 
fl our ish. A larger sca le study is planned 
ro more carefu ll y craft borh the educatio
nal experience provided students and the 
research questions posed. The follow-up 
study will pose the fo llowing quesrions: 

How does a multi-exposure museum 
design experience affect the extent, 
breadth, depth and mastery of tertiary 
design students' understanding of creativi
ty and innovation? 

How does a multi-exposure museum 
design experience affect the abi lity of 
tertiary design students to conceptua li se a 
real world design project, in particular 
their ability to create design that accom
modates the needs and interests of the 
public? 

How does a multi-exposure museum 
design experience affect terti ary design 
students' appreciation for the role that 
museums and other comparable public 
institutions can p lay in faci litating creative 
and innovative design? 

The museum is just one example of a 
setting in which va luable free-c hoice lear
ning can take place. The va lue of the 
museum experience can be enhanced by 
greater awareness of its potential as aset
ting for design learning, and the experien
ce can lead to new applications for design 
skills. 
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A Visual Thesis? 
Techniques for reporting 

practice-led research 

Text: Chris Rust ond Adrion Wilson 

This paper describes an approach taken lo the 

use of visual material as a significant part of 

PhD thesis in an lndustrial Design research pro

ject. The aspiration lo make creative work 

central lo the thesis has been debated in a 

wide range of disciplines, but there are few 

examples of successful practice, especially in 

design. The authors sought to make visual 

material central lo the process of developing a 

PhD thesis and worked wi th a research student 

lo put this into practice. The process was bene

ficial lo both the student and his audience and 

it is hoped that this approach provides a 

storting point for further development of 

practice-based research. 

I
n Design, as in other areas of 
scholarship concerned with creative 
practice, there is a continuing debate 
about the nature of research and the 

forms in which research is communicated. 
The United Kingdom Council for Gradua
te Education has, for some time, worked 
on developing understanding of research 
in "The Creative and Performing Arts and 
Design" (CPAD). This grouping includes 
Music, Creative Writing, Performance & 
Dance, Theatre and Fine Art, as well as 
Design. The process started with a report 
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. into practice-based Doctorates (UKCGE 
1997) and is continuing with a study of 
approaches to research training by a 
group1 which includes one of the authors 
of this paper. 

In general these are newer academic dis
ciplines, although Music has been well 
established within universities (in the UK) 
for a very long time, while Fine Art and 
Design are relatively late arriva ls, often in 
newer universities. In all cases there is 
concern about the forms for communica
ting research but this appears to be a 
smaller problem in Music, where the con
cept of a shared disciplinary language, 
which is not written in conventional text, 
is well established. By contrast, within the 
Design community, there is continuing 
and sometimes heated debate about the 
nature of research, including the appropri
ateness of the conventional thesis form . 
A visit to the archives of the Design Rese
arch Society email discussion list for the 
first half of 20002 will provide a 
snapshot of this debate. 

Within Design, of course, there is a wide 
range of research for which these issues 
do not appear to be irnportant, where the 
methods used are closely related to well
established practice in Physical Sciences, 
Social Sciences or the Humanities and the 
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t raditiona l forms of writing a re effecti ve 
and appropri ate. H owever we believe that 
rhere is potential for crea tive individua ls 
in Des ign ro ma ke di stincti ve a nd signi fi
cant contributions ro r esea rch a nd tha t 
rhere is a n opporrunity fo r such people ro 
develop bo rh new methods o f enqui ry a nd 
appro pria te for ms of communica tion 
which may be more direct a nd access ible 
than a conventiona l text . 

There are exa mples from o ther fi elds 
w hich may illust ra te the issues . A co llea
gue in crea ti ve writing, has repo rted a 
PhD project (H arper 1998) in w hich the 
centra l activi ty was the writing of a nove l. 
The novel, on its own, did no t m ake clea r 
rhe nature a nd o utcomes o f rhe enqui ry 
which had taken place a nd , in other simi
lar cases, research students have provided 
a conventionally structu red and argued 
thes is ro a llow the research ro be 
undersrood and examined. In this exa m
ple, however, rhe student chose ro provide 
a se ries of ficti ona l documents (spoof in
terv iews, correspondence a nd diary 
entries) representing a debate a bo ut the 
novel, which fulfill ed the sa me purpose 
bur a llowed him ro use the fo rm of com
munication in which he had the greatest 
competence, a nd one w ith w hich his audi
ence was a lso ve ry fa milia r. In this case, 
because the " thes is" was a written text, 
the depa rtu re from no rma l for ms may 
no t have been apparent ro the uni ve rsity 
a utho riti es bur in practice it was a radica l 
shi ft. 

W ithin Des ign, La rs-H enrik Sta hl 
(2000 ) has described a process in which 
PhD students in Architecture frequentl y 
start with high ambitions ro " M a ke a 
di sse rta ti on instead of writing one". This 
ea rly idea li sm is eroded as the research 
proceeds a nd text begins ro domina te ro 
the point w here the a rtefacts a re reduced 
ro illustra ti ons of a rguments a nd di scus
sions in the text. Sta hl links thi s shift o f 
em phas is ro a n increas ing cancern , as the 
student progresses, w ith "theo retica l im
pli ca tions on a meta leve l" a nd it is reaso
na bl e to suppose th at students' in creas ing 
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awa reness of theoreti cal iss ues a nd the 
widest co ntext o f the resea rch ca n under
mine a wish to a llow a rtefa cts, which a re 
o ften loca l a nd spec ific, ro spea k fo r the 
resea rch. 

A new research student who ho pes ro 
" ma ke" rheir thes is is seeking ro ma ke a 
huge jump into the unknown. Witho ut a 
practi ca l, reasoned approach , sta rting 
fro m an understanding o f wha t ca n be 
achieved, it is not surpri sing tha t students 
a ba ndon their as pira ti ons once rea lity in
trudes . It may be more practica l ro consi
der a progressive a pproach in w hich rela
ti ve ly limited bur ac hi eva ble goa ls might 
lead ro something that would be useful in 
itse lf a nd a step fo rwa rd in understa nding 
the ro le that artefacrs might pl ay in future 
" made" theses . 

Rivka O xman (1997) has suggested that 
"a sequence o f sketches can act as reco rd 
of reasoning processes w hich ca n be infer
red from tra nsition stares from one repre
senta tion roa subsequent representa tion". 
In the p ro ject desc ribed below, d rawing 
was used extensive ly ro ga in 
understa nding of ana romica l and mecha
nical problems and ro visua lise a nd 
develop des ign concepts. In fact th e term 
"crea tive reasoning" was coined by the 
research group when seek ing ro expl a in , 
ro an a udience of sc ienti sts, the use of 
iterati ve cycles o f d rawing a nd/o r ma king 
a nd eva luati on at the heart o f the investi 
ga tion. This view of a rtefacts representing 
reasoning processes may be se lf-evi dent ro 
ma ny practiti oners but it is wo rth es ta blis
hing as a working principle fo r 
researchers, which may help them to pre
pa re th e ground ea rl y in their work fora 
thes is w hich gives a significa nt ro le ro 
artefacrs . 

A Visual Thesis in Design? 
Recentl y, we had the oppo rtunity ro consi
der these issues in a practi ca l context in 
the supervi sion o f a PhD project ca rri ed 
o ut by th e Industri a l Des igner, Gra ha m 
Whiteley. Thi s proj ect, as pects of which 
have been desc ribed prev io usly (Rust 
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1998, 2000), was conducted large ly 
through an investigative, experimenta l use 
of practical design activities. The aim was 
to identify new mechanical principles for 
prosthetic and robotic arms. 

The researcher had previously published 
refereed papers on his work for Medical 
Physics audiences (eg Whiteley 1999) and 
it would have been possible to produce a 
conventiona l Medical Physics thesis. 
However there were a number of reasons 
why this approach wou ld have been 
unsatisfactory. 

Firstl y the examiners for the PhD were 
drawn from both Medical Physics and 
Design and it was important to ensure 
that the work was comprehensible from 
both perspectives. It was also intended 
that the thesis should be accessib le toa 
wide audience, including prosthes is users 
and professionals in manufacturing and 
prosthetics services, since one aim of the 
research was to stimulate practical deve
lopments in this field. It was felt that this 
multi-faceted requirement could be 
supported by the use of visual material 
which might be understood from several 
viewpoints in parallel, whereas a text 
alone may be danger of speak ing to a 
single audience. 

The research bad resu lted in a great 
number of drawings and 3-dimensional 
objects, which together represented and 
made explicit the processes which had 
been fo llowed . It was clear that the quali
ty and nature of this materia l was impor
tant evidence of the research and would 
help to va lidate the outcomes.From consi
deration of other research in prosthetics 
and robotics (Caldwell 1995, Hannaford 
199 5) it was evident that the quality of 
experimental devices had a bearing on the 
success of the research and written 
descriptions did not always express the 
subtleties and complexitie·s involved - one 
of the continuing problems in reporting 
the work has been the different va lues and 
mean ings placed on activities and langua
ge by the different academ ic and 
professional communities involved . 
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To take a simp le example: the term 
"mode!" is widely used by designers to 
refer to physica l, as we ll as conceptua l 
artefacts. However, when the word is used 
in the medical physics community, it is 
genera ll y taken to refer toa mathematical 
mode!. This conceptual division may seem 
trivial but it pervades the chought of both 
commun ities and requ ires a wr iter to be 
constantly vigi lant in providing qualifica
tion of termino logy whereas, with a good 
quality image of a mode!, it is immed iate
ly clear what is meant. 

A further consideration was th at, 
although the researcher had engaged with 
a grea t deal of knowledge and thinking in 
the medical physics field, he was not 
intending to put his work forward as 
medical physics research, directly compa
rable with other work in that field, and 
needed to signal the interdisciplinary na
ture of bis work to the examiners. Fina ll y, 
he had a great dea l of ab ility and experi
ence in graphical communication and was 
ab le to develop ideas and communicate 
with much grea ter effect through visual 
med ia than through text. 

Taking account of this we believed that 
visual media should play a sign ificant ro le 
in the thesis but we had no real scheme 
for making this work . Much of the debate 
about forms of thesis in Art and Design 
starts with the assumption that a "body of 
creative work" would be best examined 
through an exhibition and this approach, 
which is explicitly provided for in some 
university regulations, is widely used in 
Fine Art, usually through a combination 
of exhibition and text. These two 
elements may be complementary or the 
text may be used to provide a commenta
ry on the work. Neither approach is satis
factory - the first can lead to confusion 
about the relationship of theory and prac
tice, we have heard research students state 
that "my work is 50% theory and 50% 
practice", and both approaches raise the 
problem of providing a permanent record 
of the research, sufficient for others to un
derstand fully what happened. 

25 

A Visual Thesis? Techniques for 
reporting practice-led research 



A Visual Thesis? Techniques for 
reporting practice-led research 

This lack of suitab le rnodels was a sign i
ficant problem for the research 
supervisors since, in mast fie lds, a PhD 
student is no t expecced to invent che form 
of cheir ches is and is ab le co refer to rnany 
examples of previous theses in their field. 
Our student had very few relevant exa m
ples, and none which seemed co be appro
priace fo r his situati on. 

Development Process 
Confronted wich chis problem, our 
response was to bring a ll che 3D and 2D 
material from the research together, spre
ad out on a very !arge (2.4m x 1.2m) cab le 
and wich suicab le refreshment ava ilab le. 
We (supervisors and student) spent an 
even ing discussing specific objects and 
drawings, reminding ourselves of cheir 
role in the research and che connections 
between them, attaching post-it notes 
wich comments and reminders. A resear
cher in anocher tradition rnight have had a 
great weight of notes recording cheir work 
and have written several chapters of their 
chesis at chis point. However it became 
very clear that the visua l "archive" which 
we had was far more useful to us as a re
cord of che research since a ll che events, 
decisions and connections of che pasc 
three years were laid out in view and 
instantly, concurrently accessible. 

Of course th is was dependent on o ur 
memory of the actua l events and wou ld be 
meaningless co a person who had not 
taken part in the research, bur it was a 
good il lustration of the power and 
richness of physical arcefacts as a record. 
This was also very relevant to the fact 
that, in contrast to earlier, reductionist 
work in this field, it had been considered 
important to take a holistic approach, and 
we beli eved th at the abil ity to consider 
many issues in parallel is greatly aided by 
the use of rich objects and drawings. 

Ac this poi nt we still had a work ing as
sumption that there wou ld be an exhibi 
tion and that provided a starting point for 
the process of compil ing che "thes is". The 
approach agreed was to construct a se ri es 
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of composite images, compara ble to 
sections of an exhibiti on . Each of th ese 
would bring together che objects and 
drawings re levant toa specific issue or 
event in che research. From there, we 
hoped to move forward by adding text as 
a ppropria te. 

The first outcomes were encouraging. 
A series of compos ite images was compi
led, describing che development and eva
luaci on of principles for an ana logous 
finger jo int. As we ll as bringing in 
drawings and photographs from the rese
arch, same new illustrations were produ
ced to illustrate ana tomical or technical 
issues and a lso to provi de same "wayfin
ding" for readers who were not fa miliar 
with anatomy. From this it was possible 
to identify, for each image, a list o " buller 
points" wh ich required clarificacion in 
text and co move on co the written 
descriptions. 

For the student, chis was a very produc
tive and helpful process . It was natura! ta 

work from his images and models (his vi
sua l notebook) and he developed the nar
ra tive and structure of the thesis far more 
quickly and fluently than his ear li er expe
rience of starting with a text. 

Same principles were adopted for the 
page format of the thesis, th e mast impor
tant being that the figure titl e for each 
image shou ld a lso provide a heading for 
the supporting text which must be on the 
same page. Where the text required more 
than one page it was necessa ry to repeat 
the im age on the second page or consider 
w hether co reconstruct the image to provi
de two new composite images. A system 
of referencing individual images back to 
the archive was devised, using a drawing 
number and grid overlay, and furth er 
wayfinding help was prov ided by using 
small anatomica l diagrams at the top of 
each page. It was not possible to use dou
ble li ne spaci ng whi le keeping text and 
images together so the University 
Resea rch Degrees Commitcee approved 
the use of single spacing. Fig ·1 shows a 
sa mple page from che thesis. 
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As the thesis developed it became appa
rent that an exhibition would not be help
ful to the examination or add much to the 
picture presented. An exhibition might 
provide a compact overview of the work 
but it would not convey its real substance. 
While practice in many areas of art and 
design leads quite naturally into 
exhibition, which is often the principal 
output, it is arguable that industrial 
design is primarily concerned with provi
ding outputs for "clients" who are interes
ted in producing or using artefacts. In this 
research, the "clients" are those who may 
employ the knowledge arising in further 
research or for practical application, for 
this group the thesis is an appropriate 
outcome. 
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The project has also led to the produc
tion of a small batch of "test-rig" models 
of analogous skeletal arms which are 
being supplied to other research centres 
who wish to use them for investigations 
into artificial muscle and control 
problems. Again, this seems to be a more 
useful and appropriate output than a pu
blic exhibition. Although there are plans 
to exhibit the work at suitable venues in 
future, these are seen as opportunities to 
generate interest in the work, rather than 
to infann people at a deeper leve!. 

There remained the problem of a full 
permanent record of the practical work 
and steps were taken to ensure that the 
drawings and models (several !arge boxes 
full) could be archived by the University 
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Fig 1 Observationol Drawing of the 
Foreorm Joints at the Elbow 
Observotional drawing studies from 
three-dimensional skeletal medels 
indicoted the copitulum to be op
proximately spherical , ond the pro
ximol head of the radius to possess 
a similar spherical concave depres
sion . These observations were sub
sequently checked against the ana
tomical literoture (Norkin ond Le
vangie 1992) and was found to be 
carrect. Initial literature review indi
cated that the humera-ulnar joint 
possesses a single degree of rotatio
nal freedom (Norkin and Levangie 
1992). This possession of a single 
degree of freedom has been attribu
ted to the highly contiguous fit of the 
trochlea ridge of the ulna within the 
trochlea groove (Kapandji 1982) . 
However, the trochlea groove and 
trochlea ridge of the skeletal medels 

was palpated and a large amount 
of freedom of movement was percei
ved. From observation of the form 
of the trochlea, it is evident that the 
groove is not sharp but akin to the 
depression around an hourglass (4). 
An observation confirmed in the lite
rature (Norkin and Levangie 1992) . 
The skeletal trochlea ridge of the 
ulna appears slightly sharper in its 
convexity than the trochlea groove 
is concave. This was initially attri
buted to the absence af cartilage in 
the skeletal joint. However, referen
ce to photographic cross-sectional 
studies indicate the trochlea and 
trochlea notch not to be totally conti
guous on the lateral border; possi
bly permitting a medie-lateral rota
tion (Guyot 1990). Due ta the ob
served differences in the trochlea 
notch and groove it was reasoned 
that if a medio-lateral articulation 
exists it is likely to be close to the 
centre of the trochlea groove . Esti
mates of the distance between the 
centre of the spherical capitulum to 
the centre of the trochlea groove 
were mode and marked on the ob
servation drawings (5) . 
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Libra ry. H owever, it was eventua ll y clear 
that thi s would not be necessa ry fo r com
prehension o f the conrext, scope, methods 
or ourcomes of the research since the 
images in the the-sis recorded most of the 
significa nt materia l in sufficient deta il. 
The archive will be kept, as planned, in 
the hope that it will be helpful ro schal ars 
who w ish to conduct their own research 
into des igning and researching in this 
field . For most practica l purposes, howe
ver, the pr inted thesis sho uld prov ide a 
sufficient record. 

The thes is fo llows a conventi onal chap
ter structure, fo llowing the layout princi
ples described above for the descr iptive 
sections dealjng with context and resea rch 
activity, but using a more conventiona l 
fo rmat to discuss methods and 
conclusions. The final document does not, 
on first inspection, appear unusual and a 
new reader will approach it as they would 
any orher text. However, from the experi
ence of the research group, it appears 
that, once a reader has ga ined an overvi
ew of the work, they will use the images 
as their main a id ro naviga ting the thesis 
and refreshing their memory, the text 
being consulted when specific deta ils must 
be checked. 

The text was wri tten in short sections 
relating to the composite images, but care 
was taken ro ensure th at the text narra ti ve 
flows th rough each chapter and, p ro bably, 
this has been helped by the method of 
starting with a seri es of images which 
establish the structure of the narra ti ve. 

Technical lssues 
The choice o f software used ro compil e 
the thesis was unusual. Despite having 
access toa range of sophisti ca ted software 
tools fo r graphics and document produc
tion, we chose ro use M icrosoft 
PowerPoint, which is widely used for 
compiling slide shows, but is not tho ught 
of as a method of producing !a rge 
compl ex docu ments. T here were two 
for this. 

Firstl y, PowerPo int is a lmost un iversa l 
software, being ava il able on th e majority 
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of personal computers used in educa ti on 
and business. Thi s meant that there were 
no barriers to distributing copies of the 
develo ping thes is to supervisors and co lle
agues who co uld prov ide advice or help 
w ith proofreading. In th e longer term it 
wo uld not be difficult to distribute a ll or 
part of the thes is in data fo rm , or ro con
ve rt it ro Acro bat or html for mat fo r the 
world wide web. T his is ve ry impo rta nt 
since the wide use of computers and the 
internet has made the di stributi on of !a rge 
documents much eas ier and less costly bur 
we have seen several exa mples o f a ttempts 
to do this which fa il beca use they use soft
ware (chosen fo r its technical fea tures) 
w hich is not compatible with the majority 
of computers ava il ab le to the audience . 

Secondly, PowerPoint lacks some of the 
sophistica ted roo ls ava il a ble in other 
graphics progra ms, and will not p roduce 
images of the highest quality, especia ll y 
when printed at !arge sca le. However the
se apparent drawbacks result from very 
significant advantages . The bas ic graphi
ca l editing tools prov ided meet every need 
encountered in this pro ject, they were very 
easy ro learn and use and gave q uick 
resu lts. Arguably, a more complex 
progra m would have been more di fficult 
ro master and slower in use . Simil arl y, 
PowerPo int sto res images in a very com
pact for m, which may compromi se q ua li ty 
but a llows a grea t number of images ro be 
included in a document witho ut an exces
sive burden o n either da ta storage or 
speed of use. 

Conclusions 
Thi s project isa long way from the " Holy 
Gra il " o f a thes is constructed enti re ly of 
crea ti ve wo rk (Biggs 2001) , and we do 
not wish to suggest that such a thing will 
ever a ri se in Design. Nevertheless, from a 
Designer's perspecti ve, we see no ha rm in 
this idea li sti c visio n and it has helped us 
to recognise wh at ca n be achieved and 
seek an approp ria te for m. 

From a pragmatic a ttempt ro construct 
a thes is tha t refl ected the na ture o f the 
resea rch, we believe tha t we have evo lved 
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a useful form for recording and organising 
design research. The form developed has 
since been adopted by design students and 
researchers at several levels in the univer
sity. From discussions with design resear
chers in other disciplines, it seems toans
wer a number of problems facing resear
chers, especially PhD students, confronted 
with the need to record and report their 
work in a thorough and rigorous way. 

A specific outcome has been the recog
nition that the wide assumption that a 
"body of work" is likely to require an 
exhibition may not be true for many rese
archers in design, and it is important for 
designers to recognise their audience and 
the purposes of disseminating their rese
arch. Our approach has also unlocked the 
problem of ensuring that a full record 
exists after the examination - arguably 
this is a folier record than many Science 
PhDs which do not provide unequivocal 
evidence of any practical work which was 
carried out. 

The process is greatly helped by compu
ter resources such as digital cameras and 
scanners, which have only recently beco
me ubiquitous, and rhe decision ro use 
PowerPoint software was a lucky break . 
Perhaps the main factor in producing this 
thesis in this way was that the resources 
were there to do it. 

The principal bencfit has been In the 
accessibility and communicability of the 
research. The thesis has been read and 
found useful by people with widely diffe
ring backgrounds and purposes, it lends 
itself to wide dissernination and the use of 
visual material is beneficial for researchers 
who wish to carry out further practical 
work in this field and need to understand 
some of the practicalities involved. 

The thesis (Whiteley 2000) was exami
ned in December 2000 and the degree of 
PhD awarded with no amendments requi
red. 
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Puppy Love: 
The Tongue of 
Design 
Text: Keith Russell 

The object-relations of design are haunted by 

desire. Objects, as the outcome of design, lay 

silent claim lo an innocence not permitted lo 

other objects of human invention and interven

tion. Even the stone we come upon in the river 

bed , has about it, features of our own 

attending that transform the stone from a thing 

invented (literally "come upon") lo a thing ap

prehended (something taken hold of which, in 

turn, lakes hold of ils holder) . The transforma

tion of apprehension is the common-place of 

aesthetics but the seldom-mentioned of design . 

While chairs may not yearn lo be sal on, as 

humans we yearn lo sil: our desire is mode 

manifest in our sitting. This paper offers a theo

retical basis for exploring the object-relations 

of design, including the affect-relations we 

form with objects, within an enlarged account 

of the philosophy and psychology of objects. 

S 
ome things leap out and lick you. 
Puppy <logs, especially, seem to fil! 
this position of desire-as-an-object. 
Puppy <logs are the manifestatio n 

of an unavoidable sensory connection: 
there is no resisting th e tongue. While 
other an imals and even people may wish 
to fil! this category of desire-as-an-object, 
there is none quite so successfu l as the 
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puppy dog at brea king the barriers of sub
ject and object. Here desire seems playful, 
cute and a form of love that only the most 
cynical and hardened could resist. With 
puppy <logs we are the fools. 

Locating desire, outside, in an object, is 
part of the puppy love affair of design. 
It is not enough that objects may become 
the object of desire: " I must have that 
painting". Des ign has plenty of such 
objects parked on the enormous back lot 
of the dream-soul. There isa ha lf of a 
century of such objects-of-desire nea tl y 
rusting. Compared to desire-as-an-object, 
desire-for-an-object isa relativel y ca lm 
affair. It isopen to cultural persuasion, to 
peer pressure, to the vanity of acquisition. 
Desire-as-an-object goes beyond these 
pleasa nt and mostl y domesticated sins. 

The Tongue of Design 
To make a puppy dog of a thing is to give 
design a tongue. Take a need, convert it to 
a want, manipulate it into a des ire: such is 
the catch-cry of everyday des ign 
marketing. Going beyond desire-for-a
thing places marketing and design in the 
realm of the fantastic. H ere the centra l 
proj ect of design is announced, pictured 
forth, brought into the light a nd shown. 
Design, no less and no more, takes as its 
purpose, the magic function of 
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manifesting desire-as-an-object. In the 
end, design seeks to make its own puppy 
dog so that it may be forever held in the 
aura of puppy love. Like the queen 
termite, design is in very real danger of 
being licked to death. 

In the work of certain design groups, 
ALESSI for example, this magic side of 
design is clearly announced. Their objects 
play the game of philosophy, even against 
the ad vice of Herman Hesse's Magister 
Ludi: 

"Probably you toa sometimes incline, as 

mast good Glass Bead Game players do 

in their youth, to use our Game as kind of 

instrument for philosophizing. My words 

alone will not cure you of that, hut never

theless Ishall say them: Philosophizing 

should be done only with legitimate tools, 

those of philosophy. Our Game is neither 

philosophy nor religion; it is an art sui ge

neris. One makes greater strides if one 

holds to that view from the first than if 

one reaches it only after a hundred failu

res. The philosopher Kant - he is little 

known today, hut he was a formidable 

thinker - once said that theological philo

sophizing was 'a magic lantcrn of chime

ras' . "1 

Is design "an art sni generis"? Or, is 
design simply a making evident what we 
may already know, from philosophy, if we 
only bothered to philosophize? And, is all 
this talk about design a genuine talking or 
merely a verbal form of "a magic lantern 
of chimeras"? The puppy tongue is much 
too quick an answer. The licking goes on 
and on, but our questions receive no reply. 

Pretend Dogs 
Alessi, in taking up the psychology of 
Winnicott, pretends to offer puppy-dog
designs: objects that structure desire; 
objects that are open to use as transitional 
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objects. Such transitional objects present 
themself as a concretization of desire as 
desire is experienced by a person in transi
tion. Or, put simply, children tend to loca
te their transitional (growing) identity in a 
relation (play) with an object (toy). While 
Alessi's account is interesting and some
what challenging (or sticky), the point 
here is that Alessi, faced with designed 
objects that are designed to be puppy 
dogs, is then faced with a need for a psy
chology of objects-as-they-are-found-in
relations to account for rhe deliberate 
structuring of desire in and as objects. 
This shift from the aesthetic to the ethic is 
at the expense of the poetic. That is, Alessi 
offers us, via Winnicott, an account of the 
use, but this is not the making. Libidinous 
glee is too much like profit: it offers to 
justify an outcome without offering an in
spection of the whole experience, experi
ment, process. Winnicott's own accounts 
of play and objects of play, help us slow 
down the hyperactive puppy tongue found 
in ALESSI products. 

I hope it will be understood that I am 
not referring exactly ro the little child 's 
teddy bear or to the infant's first use of 
the fist (thumb, fingers). I am not specifi
cally studying the first object of object
relationships. I am concerned with the 
first possession, and with the intermediate 
area between the subjective and that 
which is objectively perceived [p. 3] 

The transitional object and the transitio
nal phenomena start each human being 
off with what will always be important 
for them, i.e. a neutral area of experience 
which will not be challenged. Of the tran
sitional object it can be said that it isa 
matter of agreement between us and the 
baby that we will never ask the question: 
"Did you conceive of this or was it 
presented to you from without?" The im
portant point is that no decision on this 
point is expected. The question is not ro 
be formulated. [Italics in original.] 

This problem, which undoubtedly con
cerns the human infant in a hidden way at 
the beginning, gradually becomes an ob-
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Take a need, convert 

it toa want, 

manipulate it into a 

desire: such is the 

catch-cry of 

everyday design 

marketing. 

In the end, design 

seeks to make its 

own puppy dog so 

that it may be 

f orever held in the 

aura of puppy love. 

Like the queen 

termite, design is in 

very real danger of 

being licked to 

death. 
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Beod Game: Magister Ludi , 
trons. Richard and Cloro 
Winston (Hormondsworth, 
Penguin, 1972), 133-34. 
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Reality (London: Tavistock Publi
cotions, 1971), 3, 12, 13, 14. 

vious problem on account of the fact that 
rhe mother's main rask (next ro providing 
opportunity for illusion) is 
disillusionment. This is preliminary ro the 
rask of weaning, and it a lso continues as 
one o f rhe rasks o f parents and educaro rs. 
In o ther words, this man er o f illusion is 
one tha t belongs inherentl y to human 
beings and that no individual fin a ll y so l
ves for himself or herself, altho ugh a 
theoretical understanding of it may provi
de a rheoretica l solution. If rhings go well, 
in this gradua l di sillusionment process, 
rhe stage is ser for rhe fru stra tions that 
we ga ther rogether under rhe word wea
ning ... It is assumed here that the rask of 
rea lity-acceptance is never completed, that 
no human being is free fro m the strain of 
relating inner and ourer reality, and that 
relief from this strain is provided by an in
termediate area of experience which is not 
challenged (a rts, religion, etc .). Thi s inter
mediare area is in direct continuity with 
rhe play area of rhe sma ll child who is 
" lost" in play .... Should an adult make 
cla ims on us for o ur acceptance of the 
objecti viry of his subjective phenomena 
we discern or diagnose madness. If, howe
ver, the adult can manage ro enjoy the 
persona l intermediate area without 
making cl aims, then we can acknowledge 
our own corresponding intermedi ate 
areas, and are pleased ro find a degree of 
over lapping, tha t is ro say comm on expe
rience between members of a group in 
art or religion or philosophy . ... This in
termediate a rea o f experience, uncha ll eng
ed in respect of its belonging ro inner o r 
ex terna! (shared ) rea lity, constitutes 
the grea ter part of the infant's experi ence, 
and th ro ugho ut life is reta ined in the 
intense experi encing tha t belongs to th e 
arts and to rel igio n and ro im aginative 
li ving, and to creative sc ientifi c work 
[pp . 12,13, 14].2 

Co-ludens - Playing with the Dog 
But puppy dogs, in their li ck ing, are not 
norm a ll y the topic of a rt or religion o r 
philosophy or "crea t ive sc ientific work". 
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Indeed, the slippery, sensory, co-lusio n 
rhat attends the mo ment with a puppy's 
tongue is no t no rmall y pa rt o f any 
di scourse outside o f the co- lusion of 
rouch. Winnicott has most pleasa ntl y 
shifted a ttenti on from the libidino us to 
the socia l in a way tha t is simil a r ro Aless i. 
The socia ll y reproduced objecr-as-desire 
as manufactured and so ld by ALESSI, is 
an o bj ect-a s-des ire that has already ga ined 
socia l status as part of the acceptab le 
range of objecrs; it has become approved, 
through fo rma! production, as a 
media ting o bject. Or, in o th er words, 
beca use the parent makes no comment 
a bout the chi ld 's super-sensuous moment 
w ith a li cking puppy rongue, rhe 
libidinous aspecrs of the evenr are no t 
made apparent . If, however, rhe co- lusion 
between child and puppy to ngue were to 

be inter rupted by a pa rent eager to conrest 
the transitiona l playing, th en, as 
Winnicott points o ut, "we discern or di ag
nose madness". It is, afterall, a kind of 
madn ess if not maddening, ro all ow a 
puppy's tongue ro swamp o ur face. 

D oes this mean th at mass produced 
dildos bought in a shop, have the ir full 
libidinous power constra ined by well -o r
dered expecta ti ons of a socia ll y recogn ised 
use? Are such objects we ll -tempered ? 
The mod ified nature of the ALESSI object 
is pointed ro by C hristopher Waller in an 
"i nterv iew" w ith Aless i: 

If rhe language of o bj ects expresses our 
drea ms, asp ira ti ons and anx ieties, th en 
the unco nscious message o f ALESSI pro
ducrs is of a society desperate ro esca pe 
back ro the reass uring rea lm o f th e child 
where fa ntas ies are st ill poss ibl e. Wh y else 
would we need a sugar filter ca lled Gi no 
Zucchino? Gin o Zucchino, des igned by 
Guido Venrurini in 1993, isa bright, plas
t ic, a morpho us form with a la rge, ina nely 
grinning face, w hose sta tecl functi on is ro 
sift impuriti es fro m a mass-produced, 
artificially processed fooclstuff. G in o has 
mo re of the a ttributcs of a roy than of a 
cook ing utcns il . Bur ro dwell o n these 
aspects of rhe product is to miss its irony. 
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Gino is an item of mass production, th e 
implicit function of which is to be cathar
tic - to make us feel happi er a bout the 
products of industria l process. As Alessi 
is fond of saying, "There is no difference 
between a coffee-maker or a teapot and 
the Linus blanket or a teddy bear." 3 

From this interpreta tion it would seem 
that the ALESSI object is designed not so 
much in an effort to constrain desire 
through the certification of des ire by mass 
production, bur rather, the ALESSI object 
is designed to de-constrain the already 
constra ined desire of mass produced 
objects. This de-constra ining would seem 
to be an inherently wayward and 
retrospective activity and therefore it 
would seem to be in conflict with the 
developmental and chi ldhood psychology 
of W innicott. The direction, in Winnicott, 
is forward to adu lthood; the direction in 
the ALESSI seems to be backwards in a 
reverse spiral. 

There is a fundamental difference, in 
Winnicott's psychology, even if not in 
ALESSI's ideology, between the transitio
nal object of childhood and the object of 
daily use, or utility, of adulthood. Even if 
there are traces of puppy-licking in rhe 
teapot, they are traces that point to the 
double function of the mother, in 
Winnicott's terms, as protector of the illu
sion and agent of thc disillusion. To repe
at, Winnicott says: " the rask of reality
acceptance is never completed, that no 
human being is free from the strain of 
relating inner and outer reality, and that 
relief from this stra in is provided by an in
termediate area of experience which is not 
chal lenged (arts, religion, etc.)". 
Such uncontested aesthetic relations with 
objects, are typical of what might be 
called adult object-relarions. 

Adult Objects? 
While "aesthetics" is more correctly the 
science of the senses than sirnply an 
account of an authorised range of fine art 
experiences, it is important to rernember 
that design objecrs, by and !arge, are out-
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side of the general cancerns of aesrhetics. 
We are so busy sitting on chairs that we 
do not bother to call their object status 
into question. So, without an enlarged 
account of the aesthetics of des ign objecr , 
simply moving toan adult nation of 
object-relations wou ld be to collapse the 
illusion/disi llusion dialectic estab lished by 
Winnicott. Somehow we need an account 
of how rhe dialectic is structured in such 
objecrs. Dewey, in his Art as Experience, 
offers a sophisticated model of human 
development, in and through experience 
with objects: 

Experience in the degree in which it is 
exper ience is heightened vitality. lnstead 
of signifying being shut up within one's 
own private feelings and sensations, it sig
nifies active and alert commerce with the 
world; at its height it signifies complete 
interpenetration of self and the world of 
objects and events. Instead of signifying 
surrender to caprice and disorder, it 
affords our sole demonstration of a stabi
lity that is not stagnation but is rhythmic 
and developing. Because experience is the 
fulfillment of an organism in its srruggles 
and achievements in a world of things, it 
is art in germ. Even in its rudimentary 
forms, it contains the promise of that 
delightful perception which is esthetic 
experience [p. 19]. 

The existence of art is the concrete 
proof ... that man uses the materials and 
energies of nature with intent to expand 
his own life, and that he does so in accord 
with the structure of his organism - brain, 
sense-organs, and muscular system. Art is 
the !i ving and concrete proof that man is 
capable of restoring consciously, and thus 
on the plane of meaning, the union of sen
se, need, impulse and action characteristic 
of the live creature. The intervention of 
consciousness adds regulation, power of 
se lection, and redisposition. Thus it varies 
the arts in ways without end. But its inter
vention also leads in tirne to the idea of 
art as a conscious idea - the greatest 
intellectual achievement in the history of 
humanity [p. 25].4 
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Bywater, in The Works of A ristotle, 
Vol. XI. (London: Oxford Un iversity 
Press, 1946) . 

6. For on extended account of 
affects, in particular the affects of the 
lyric genre, see Russell , Keith, "Keno

sis, Katharsis and Kai rosis: A Theory 
of Literary Affects" , PhD thesis, Uni
versity of Newcastle, NSW Australia, 
1990. 

The gra nd developmental mode! of 
Dewey, touched with a kind of biological 
dialectic (we are made this way to be thi s 
way), a llows us to relocate the puppy dog 
or object-as-des ire outs ide of the trivia l 
katharsis or recuperation of infantile 
ob ject-re lations that awaits us in the 
super-sensuous wor ld of ALESSI teapots. 
But is chis demand that Dewey places on 
us, co develop rowards " the greatest intel
lectua l achievement", too great a 
demand? May we not stay, like chi ldren, 
suspended between illusion and 
disillusion, uncontested in our feelings 
and experiences of objects? May we not 
go, like children of Alice in Wonderland 
(who never had children) into the dimen
sion of puppy love? Can we not experien
ce our object-i llusions in an adult 
moment? Can we not be reconstituted 
wichin the object-relation of puppy love? 
Licked si lly, does it matter, after a ll , whet
her we dissolve or resolve? 

A ma jor part of the difficulty here 
comes clown toa general absence of full y 
worked out psychologies and philosophi
es of objects. The term "katha rsis", for 
example, used so gl ibly by Waller, isa 
term that hides a whole realm of a ffects 
w hile describing one small part of the 
human soul or concrete dimension of the 
human. In its use, in th e case of ALESSI, 
the term actually helps us defin e what is 
so limiting and debilitating abo ut th e ap
proach to objects announced by ALESSI. 

" Katha rs is", in ics use by Aristotle, in 
bis Poetics, offers an account of the affect 
experienced through the reception of the 
dramatic genre.5 Typica ll y, this affect is 
seen to relate to che tragic mode of the 
d ra matic genre w ith fear and p ity being 
the defi ning emotions (offered by 
Aristotle) that are ca ll ed up and clea nsed 
in the exper iencing of drama. When we 
extend thi s genera l pattern, ro the comi c 
mode of the dramatic genre, then we sta rt 
to see how useful the term " kath a rsis" is 
to design and design objects. That is, 
comedy releases us from provoked and/or 
pent-up emotions, through katharsis, just 
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as tragedy releases us from provoked 
and/or pent-up emotions. We need to 
recall that an unh appy ending was not 
seen by Aristotle as a requirement of the 
tragic; of most importance to Aristotle, 
was the portraya l of change, whether 
from high to low, or low to high, did not 
rea ll y matter, except that in the case of the 
high to low, we tend to be more drawn to 
the aspect of change as the key feature of 
our dramatic understanding. 

For Aristotle, drama is the explora ti on 
of action as it relates to humans, chrough 
their fundamenta l apprehens ion of chan
ge. In a very rea l sense, for Aristotle, it is 
because we are aware of change, that we 
are aware. Change then points to differen
ce as the key defining feature o f human 
consc1ousness . 

Kenosis and Object-Relations 
Bur design and its objects do not typically 
fa ll under the description of accions. 
More typical o f des ign, in philosophical 
and psychological terms, is o bject
relations. Such object-relations, wh en 
inspected through difference, poinc to 
another affect: kenosis. " Kenosis" means 
"self emptying" whereas "katha rsis" 
mea ns "self cleansing" . Katharsis is th en 
primarily about the restora tion, through 
the experienci ng o f structured emotion , 
of a previo us stare of psychic economy. 
Kenosis, o n the other hand, is primaril y 
about the re-determinatio n of the se lf, 
chrough the loss (or giving up) of an o ld 
se lf and establishing (or determina tio n) 
of a new se lf. Thi s mode! looks much like 
an H ege li an di a lectic, with the thesis (o ld 
identity) being confronted w ith a n anti 
thes is (difference) res ulting, thro ugh the 
di a lectical process in a sy nthes is (new 
identity) where th e o rig in al thesis and 
anti-thes is a re taken up in the new thesis.6 

Kenosis is typica l o f the lyr ic genre in 
th at the lyr ic genre is typ ified by the 
structuring o f identity, as difference, wit
hin a constell a ti on of differences. That is, 
in formi ng o ur kenotic understa nding of 
se lf in rela tio n to and w ith o bj ects, we 
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form our identity within the dialectic of 
illusion and disillusion described by 
Winnicott, and, within the deve lopmental 
mode! of object-relations descr ibed by 
Dewey as the urge towards an aesthetic 
dimension.? 

Such kenotic relations are typical of the 
reception of lyric objects where the media
ting function of the object is defined by 
the p lay of differences within a potential 
constellation of differences. Whether th is 
play is resolved as a new lyric identity or 
dissolved as a continuing play of differen
ces is not simp ly a matter of the wi ll or 
lack of will on the part of an individual. 
The chair, in its positive status, as an 
object of design, remains obdurate. The 
poem in its presentation, remains on the 
side of the guiding parent. Its forma] 
structure clearly announces that the libidi
nous and the sensuous have been constrai
ned with a purpose. Attempts to break 
clown the formality of lyric objects, be 
they chairs or poems, are inherently 
perverse. That is, relations of transition 
are directional. Designed objects, within 
their innocence, seem to point back 
towards their designer/maker. Poems, in 
their deliberateness, point away from 
themself and away from their maker, 
towards the new identity of the reader. 
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Conclusion 
The location of design objects within the 
philosophy and psychology of an aesthetic 
dimension is crucial to the development of 
a science of design. While the work of 
Mike! Dufrenne, points to ways in which 
phenomenology can assist in the structu
ring of our understanding of our experien
ces of design objects, this structuring 
needs to be taken further, into a phenome
nological account of the designing of 
objects and adult object-relations.8 

Design objects may best be described in a 
domain tbat exceeds the area of art 
objects. In this sense design objects may 
remain sticky in that they retain pronoun
ced traces of the uncontested transitional 
object-relations typical of childhood 
object-relations. Opening design up to 
philosophy and psychology allows that 
this inscribing of libidinous traces isopen 
to theory (showing) . Opening design up to 
an enlarged understanding of object-rela
tions allows that affect structures, such as 
kenosis, can be used in the dangerous 
business of coming face to tongue with 
the puppy love of the bright and shiny, 
slick and smooth, warm and furry, 
barking rasp that is desire-as-an-object. 
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Redundancy as 
Creative Property 

Text: Gunnar Sandin 

In this paper redundancy is regarded as a 

property of creative activity and aesthetic jud

gement. The analysis is speculative and mainly 

directed towards the study of messages. 

Redundancy appears in many forms in 

artefacts. It may be implemented as operative 

security fun ction on a technical level or as an 

enforcer of a product's message on the semio

tic level. In artistic evaluation of redunda nt 

phenomena, the conventional decision to 

avoid either overload or insufficiency may be 

suspended. Redundanc~ asseen in~e 

perspective of aesthetic judgement, may 

instead be treated as an unexpected source 

of creation. 

W
hen word and image concur 
in a cultural production, we 
quite often run into situa
tions where one of these is 

accused of taking advantage of the other, 
or of dominating the other. This is 
common for instance in the debates about 
contemporary art: How much should the 
artwork spea k for itself and how rnuch 
could it depend on an externa! and expli
cit production of rneaning? In these public 
discussions, as well as in rnany classic 
texts about images, it is not rare that pre
judices show up; iconophobia as well as 
idolatry is reinforced, sometirnes delibera
tel y, sometimes less consciously, by the 
linkage of reductive nations of either 
image or text to other discriminating 
arguments with, for instance, political, 
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societal or sexual content. 1 Also when 
evaluating the semiotic aspect in design 
there is often a preference of whether the 
appearance of a product should speak for 
itself or if it requires some sort of additio
nal verbal signification. Whether incorpo
rated in the product itself or externalised 
as written instruction, informational text 
is often looked upon, paradoxically, as 
both superfluous and necessary. 

In this essay, I will recognise the 
difference between images and words, but 
instead of using the one against the other, 
I would like to discuss their concurrance 
in getting a message through. This discus
sion will mainly be about a feature com
rnon to both image and text. By adressing 
a property shared by both words and 
images, namely their mutual ability to 
fortify an utterance, we will see how they 
lend their services to situations where 
multiple perspectives appear contempora
neously. An utterance - here manysided as 
for instance a property of speech, as an 
expression in works of art, as the intentio
nal "look" of a product, or as a general 
function in cultural production - may for
tify itself, or secure itself, by the assistance 
of a certain kind of overflow, namely 
red u ndancy. 

When we whisper the phrase "the cat 
moves so quietly" to indicate not only our 
story-telling position, but that of the cat 
in action, we use two concurring perspec
tives in one utterence.2 We use multiple 
means in order to strengthen the message. 
We certainly then fortify the message, 
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3. Among the vost omount of exomples 

could be mentioned repetition os installa

tion strotegy in exhibitions of monochro

me pointing , or the well-known line "o 

rose is a rose is o rese is o rese" by 
Gertrude Stein. Another exomple is 

incorporo tion of the retokes of one and 

the same scene, os elements in the final 

film-score, which hos been done by for 

instonce Sergej Porodjonov ond Abbas 

Kiorostomi among other directors . 

4. Gilles Deleuze does so in his 

investigotions of the oesthetics of the fold, 

when he emphosises the di fferences bet

ween successive evenls in an infleclion. 

As events of the non-stroight line, every 

new position creotes o rodicolly new 

perspective . See the first th ree chopters in 

Deleuze, Gilles Le Pli: Leibn iz el le 

Boroque, {Paris, l 98B), trons!. os The 

Fold: leibniz and the Boroque, 

(London, 1993). 

5. This is, by the woy, perhops the mest 

significont feoture of this porticulor 

ideology or culturol tendency. 

6. George Botoille sees excess os an 

economical force stronger than income, 

bolonce, utility ond book-keeping. Excess 

moy be considered o consequence of the 

desire, or purpose, lo exceed o gift. In o 

potlotch situation , in an irreversible 

economy, we will not get bock whot we 

spent but receive something essentiolly 

unexchongeoble. 'The Nation of 

Expendi ture', in Stoekl, Allan {ed.), 

George Botoille, Visions of Excess, selec

ted writings 1927-1939 (Univ. of 

Minnesoto Press, Minneopolis, 1991), 

116-129. 

7. Apart from the natura! use of the term 

in English, redundoncy lies to meny diffe

rent scientific vocabulories, such as 

linguistics, information theory, mothemoti

col stotistics, psychology, etc. There ore 

deviations ond borrowings between these 

disciplines. In verbol longuoge redundon

cy is sometimes treoted osa stotic quolity 

ossocioted with synonyms, pleonasms, 

etc . In o general flow of information, 

redundoncy is given o somewhot more 

"trovelling " function : it is a dynomic port 

of o sent messoge, but does not constitute 

the informotionol substonce, only fills in 

and confirms when there isa loss or 

uncertointy of same kind . 

bur in cases like thi s we may a lso ri sk 
over-determination o r even unintended 
self-carica tu re. The sa me principle goes 
for des ign, for instance when a im ing ar 
visua l reinforceme nt of a prod uct 's affor
dance by using textua l and o ther symbolic 
means in conjunction with forma! proper
ties; there is generally a limit to how much 
redundant in fo rmation we ca n (or wa nt 
ro) accept. On a technical/function a l leve! 
there a rea lo t of exa mples of redundancy 
in product des ign, for instance w hen a ca r 
is given two or more brake systems. 

Exaggeration, ca-operation a nd reinfor
cernent are componenrs of that w hich we 
ca ll redundancy. The occurrence of redun
dancy in aesthetic production, as we shall 
see, isa game p layed on severa l leve ls. 

Redundancy ( + & - } 
A common rule in aesthetic acti vi ty is ro 
avo id the overdone, ro do only w hat is 
necessary, i. e. not more than the produc
ti on calls for. This ru le app lies in several 
practica l fields : ro keep the tempo in the 
movie, th e line sho uld be spaken once a nd 
wi th clear vo ice; to ma intai n the enigma 
of an exhi bited object, it sho uld not be 
"too we ll " desc ribed, the doo r of a buil 
ding should not be pointed o ut wi th ex tra 
signs saying " door", etc. The overdone is 
generall y considered ugly. Th e " rerake" 1s 
not preferred. What we have here is the 
aes theti c conventi on of question ing the 
superflu o us. But as we a ll know, thi s is 
no t a conventi on in so le contro l o f crea t i
ve processes . Both over fl ow a nd retakes 
a re used as artis ti c o r rheto ri c stra teg ies .3 
And furt her: in th e la nguages a nd types of 
med ia at ha nd we have redundancy as a n 
immanent a nd intended kind of overfl ow. 
These circumstances turn the quest io n. 
Is it des irab le, in aesth etic activity, o r even 
possib le, to avo id redunclancy? 

In class ica l rhetor ic, red und a ncy is rh c 
use o f too ma ny figures, which isa sin 
aga inst brevitas, the sho rt a nd prec ise 
delivery. To avo id redun cl a ncy wo uld be a 
continu a l sta nce aga inst overfl ow, a sta nce 
rccurr ing in the creat ive process as a stra
tegy of reduction. But in thi s stance, in 
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thi s repetiti ve guard aga inst the overdone, 
lu rks a nother type of redunda ncy. These 
manoeuvres of avo id ance leave the fin a l 
work clea n bur a lso diminished, since the 
stra tegy is to repeated ly cut o ff. An over
fl ow of ma teri a l ri sks being superseded by 
a superfluo us reduction. The a ttempt ro 
avo id one type o f redundancy might open 
space fo r a no rher. 

In a repe titi on one may foc us on the 
cha nge tha t every repetiti ve ges ture gives 
ri se ro .4 Ideo logies bear strains of redun 
da ncy in the repetition of themselves. 
Modernism, for insta nce, may be defi ned 
as the recursion of new moves .5 T he inter
esting trait in the case of moderni sm or 
ideologies in genera l, if we are interested 
in creation, must be the a bility ro detect 
the differences, remnants a nd 
modul ati ons, unfolded by the repetiti ve 
moves . 

When we awa rd overflow a positi ve cul
tura l charge, a nd g ive prom inence to qua
lities like richness, extravaga nce, 
spl endour a nd wastefu lness - w hen 
production is marked by the pl entiful , as 
in the fold ing of the baroqu e - then we 
have redundancy as such as th e preva ili ng 
aesth eti c princip le. If redunda ncy no long
er just se rves as reinforcement of a messa
ge, bur is the actual goa l o f a n aes thetic 
activity, what is ac hi eved apart from 
excess ? In th e product io n o f overfl ow for 
the sa ke o f mere consumptio n o r 
lav ishn ess, ru les a sta re of ir reversibility. 6 

In such a n econom y redunda ncy, pa raclox
ica ll y genera ting grotesque g rowth , is 
g iven prim a ry sta tus. In ba roque thin king, 
though, thi s is nota suffi cient mot ive . 
The interest of the baroque is rather 
devoted to th e quality of th e cha nges of 
perce pti on th a t goes a lo ng with the plenti
fu l fo lding. In o th er words - we have in 
baroq ue th in king not mere overfl ow, bur a 
modu la tion of overfl ow, pa rt ly led by rhe 
ove rflow itse lf. 

In mast contex ts thc red und a nt ma tter 
sta ncl s for that whi ch ca n be cxcludecl 
witho ut los ing ch e esscnt ia li ty of a n inten
dccl mi ss ion o r cntcrpri sc.7 Fo r a huma n 
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being to be decla red redunda nt is to be 
declared as no longer needed for co
operati on. In the socia l exclusio n, whether 
one is the agent active o r acted upo n, the 
drastic change o f sta te th a t isat stake is 
mostl y motivatecl in terms o f econo m y or 
emotio n. Moti ves a re sometimes o bscure, 
they a re indeed mixed , but in cases o f 
exclusion tbey are se ldom rendered as 
being aestheti c. But if we rega rd aesthetic 
judgement as essenti a l to expecta tions o f 
tas te or o rder, or as force in compositi ona l 
eva lua ti o n o f a general se t o f items, then 
aesthetic, a nd sometimes fo rma listi c, 
considerati o n is certa inly present in the 
underlying co mplexity o f dec isio ns 
thought of as being ma inl y of ethica l, 
social or po litica l sort. One may co nsider 
for insta nce the lack o f expected 
fulfilment behi nd the di vo rce, the sense o f 
non- fitness behind a di smissa l, the suita bi
lity to the patterns of tbe ma rket , the 
absence of argumenta ti o n a nd reason in 
ethn ic di scrim inati o n, etc. O ne may ask 
how often the redunda nt person is expli
citly decl ared a pa w n in a n aesthetic 
game, and o ne may ask how the fu ncti ons 
of exc lusion are themselves red undant 
systems? The administra tio n of the aesthe
tic ca pi ta l in a socia l constructi o n, w het
her it isa sta te, a company, or a unio n of 
any ki nd, does not stop a t a passive judge
ment o f a bea uty fac to r, and does no t 
yielcl to the conseq uences for those w ho 
were not invo lved in ma ki ng the dec isio n. 

The redunda nt is the superflu o us, but it 
is a lso that necessary overflow needed for 
a system ro deliver its goods, a nd therefo
re to survive as such, ro secure 
itse lf. In ver ba l la ng uage an d in the digita l 
flow of information it is, eventua ll y and 
idea l ly, the intendecl conten t of the messa
ge that is ro be de li ve red securely, someti 
mes with the aid of built- in red undancy, 
someti mcs as red uncla ncy ma ni fested in 
another medi a, o r "c ha nnel" o f a n essen
tia ll y diffe rent k in c!. 8 In com puter-based 
transmiss ions red unda ncy is ma nifested, 
hidden fr o m the no rma l use r, as extra-b its 
fo ll owing eve ry sing ul ar stream of 
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substa nce-bits. In stati stica ll y ori ented in
formation theory, which is devoted ro va
ri ati on in o ne coded dimensio n (as o ppo
sed to contexts w here the ma ni fo lds of 
communicati on are treated ), redundancy 
isa protection aga inst noise , that which 
threatens the message. A machine can 
handle as much redundancy as its memo ry 
a llows - it doesn 't get bored - but memo ry 
costs in the end. The we ighing of the 
effecti ve aga inst the redundant amou nt of 
info rmatio n isa central balancing act in 
transmiss ion econo mies beca use of the 
choice of one type of channel and one 
type of code (binary) for tha t channel. 
A displacement of the vocabu la ry used in 
in for mation theory (or its app li catio ns 
and rela ti ves, such as sta tisti ca lly o ri ented 
psycho logy) has sometimes led to seman
tic confusions w here redundant equals 
secure or re li a ble. In most fi elds, tho ugh, 
it is considered as a background resource, 
ready a t hand , when norma lity is threa te
ned .9 

In a rchitectu re, one fea ture of 
redundancy is the absent but ever 
re turning genealogy of styles, structu res 
and p roportions, ma king it possible to 
continue to crea te a rchitecture by awake
ning chosen parts of its own history. 1. 0 
Another fea ture is the functio na l 
redundancy on the technica l leve!, as 
w hen the nL11nber of columns, p ilta rs or 
other load-bea ri ng elements a re multip lied 
or over-dimensio ned. This princip le has 
a lso been t ransfo rmed in to crea ti ve and 
visua l des ign ingred ients by architects. 
Elaborated exa m ples of such a rhetorica l 
use of redundancy are Peter Eisenman's 
'H o use II ' a nd 'House VI' (fig. 1, f ig. 2, 
page 40) . In 'House Il ' the colu mns coul d, 
if their rask were o nl y to bear the sla bs, 
be ta ken away, rep laced by the bear ing 
wa ll s, o r vice versa. Either the co lu mns or 
the wa ll s a re red unda nt. In 'House VI' 
redundant elements sometimes interfere 
w ith the expected space of an interior, 
such as an overflow of pillars in the 
ki tc hen and a sta ircase placed ups ide
down aga inst the ce il ing. 11 
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8. lntuitively, there seems lo be meny 

types of crossings al work here, meny 

ways for ene funclion lo 'help' another. 

A complete invesligation however, of the 

inleraclions possible, between these func

lions, os far os redundoncy is concerned, 

would require efforls not taken in this 

essay. Te exemplify, lending both exam

ple and lerminology from Charles S 

Peirce, o conversalion between two 

people would consisl of a conglomerale 

of sign-vehicles, i .e. symbols, icons and 

indices. The lwo lotter funclion as 

brought-in assisten ts, as illustrations and 

geslures helping the convenlionolly 

grounded symbols of longuage lo convey 

the message. Robin , Richard Annolated 

Catalogue of the Papers of Charles S. 

Peirce, IAmhersl, Ma,sachusetts, 1967), 

manuscripl no. 200, 43-44. 

9. Redundancy may be considered the 

basic precondition for any system that 

regulates ils own rules jsuch os spoken 

language). It may then be used in three 

principal woys: Firsl, as a means lo stabi 

lise a leve! relative lo onother leve! jos 

when syllables stobilise the use of letters, 

er synlaclicol forms stobilise meoning on 

the semanlic level). 

Second, as o reperloire of forms fram 

which new varielies jpattern deviation) 

eon be genera ted. And thi rd, os o reper

loire which eon be used lo express o new 

meaning er lo oscribe a new regulative 

funclion . Finnemonn, Niels Ole 'On the 

nations of Rulegeneroling & Anlicipatory 

Systems, in Compuling Anlicipotory Sys

tems, jconference 

proceedings, Liege, 1998). 

10. Campare for instonce Peter Eisenma

n's descriplion of how conlemporary re

presentation af orchitecture takes over 

clossical feolures. Eisenmon, Peter 'The 

End of the Clossicol, the End of the 

Beginning, the End of the End ' in 

RE:WORKING EISENMAN, 

!London, 1993). 

11 . Sources: Ei senman, Peter el. ol. , Mis

reoding: Houses of Cords, !New York, 

1987) , Susanne Frank, Peter Eisenman 's 

House VI: a client 's response, !New York, 

1994) . For an elabaratian of the presen

ce of redundancy in Eisenman 's works, 

see Ståhl, Lars-Henrik Tre texter om för

sk jutningens estetik, !lund, 1995) 20, 32-

35, 120. 
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12. See Sonesson , Göron 'Appro
ches to the Lifeworld Core of Pictori
ol Rhetoric', in VISIO, 1,3 outomne 
1996 - hiver 1997, 50. Sonesson 
discusses the difference between 

redundoncy ond expectoncy, ond 
proposes the lotter os the more 
odequote term when discussing 

breok-of-norm. 
13. I use these terms ideolly, since 

the moment when redundoncy is 
octivoted is not olwoys determino
ble ar even detectoble . I hove token 

this dichotomy, porositicolly, from 
the terminology describing dismissol 
on the lobour-morket, ond the condi

tions before ond especiolly efter the 
moment of being declared redun

dant, of being unemployed. Martin, 
Roderick Working women in 
recession, (Oxford Univ. Press, 

New York, 1984) . 
14. Compore faktura (the foctuol 
evidence of the process) in Russion 
ovant-garde ond formalism. 

15 . For different principles of non
determinocy os o resource, see 
Sondin, Gunnar 'Under Design ', in 
Forskningen Fortsätter, Arkitek

tskolon i Lund 30 år, (Lund , 1995), 
79, where I briefly suggest some 
olternotives to utility-oriented 

design. Concerning non-determino
cy os experimental strotegy for 
creotion, see olso Sondin, Gunnor 
& Ståhl, Lars-Henrik 'Kosmoletto: 
Design os an oct of performonce' , 
in Semiotics oround the world: 
Synthesis in Diversity: Proceedings 
of the Fifth Congress ol the lnterno

tionol Association for Semiotic 
Studies, I. Rouch & G.F. Corr (ed .), 
(Mouton de Gruyter, Berlin/New 
York, 1997), 731-734. 

fig. l 

One case of redundancy in experiencing 
architecture by visual means is when we 
guess the function or the property of a 
building by " filling in the rest", given the 
view of certain elements or a rough form. 
When we see a contour of a rown from a 
distance, we unhesitatingly conclude, 
using redundant architecture experience, 
that the sharp-edged roofs directed 
upwards belong to churches. This goes of 
course for every visual experience. A simi
lar notion of redundancy can be found in 
semiotic analysis of pictures and pictoria
lity. Visual rheror ic is sometimes described 
as the unexpected singular event in a 
picture or in a picrori a l sequence. The 
rhetorical moment enforces new meaning 
or modu lates the expected overall 
meaning in the picture. We are able to 
perceive a break from the norm preci se ly 
because our expectations tr y to keep us in 
normal flow. Redundancy, seen as the 
experience we want to fill in, is thus, in 
the rhetoric moment, something that is 
present, bur does not fit. 12 

To accept or to avoid 
Maybe redundancy is such an unavoid a
ble ingredient in communicative activity, 
that in order to catch sight of it as a func
tion in an aesthetic process we should talk 
of it in terms of pre-redundancy and post
redundancy. With thi s dichotom y I envisa
ge th e process just befo re and just a fter 
the moment o f dete rmination effectu ated 
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fig . 2 

with the he lp of redundancy.13 If redun
dancy is considered to modulate an event, 
i. e. as pre-dominant agent at the moment 
where something is determ ined, then pre
redundancy isa condition dominated by 
insecurity. In pre-redundancy disrortion, 
interruption, openness, vagueness, 
indeterminacy, noise , etc. are threa ts to 
normal flow and order. The desire here 
for the agent of redundancy is ro conquer 
the not yet made-up, to fasten the loosely 
dri ven elements. The result is dependent 
on how this establishing desire is handled; 
it may for instance convert into bits of 
meaning on a n expected leve!. This would 
be th e general aim in information techno
logy and forma! language. In artistic acti
vity one is more likely ro operate a pre
redundant condition in several diffe rent 
ways; the openness ma y for instance be 
manifested as concrete part of the acrua l 
result, as in the traces of labo ur accounted 
for in a revisited architectural process , or 
as remnants from an act of performance, 
o r in the brush-strokes of a hand-made 
painting. 14 A probable attitude in the 
artistic hand ling of a pre-redundant 
condition wou ld be: accept-chaos-and
treat-it-as-a-resource, in o ther words, the 
will to not close thi s a mbiguous situation, 
but to treat it as generato r of temporary 
and accidental ideas and ma nifestations. 15 

In a post-redundant condition we would 
expect the reign of the newly estab li shed, 
of the precise and the abso lute st ructure, 
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waiting for new disorder to arise .16 In a 
program, i. e. in something form ulated 
before a rea lisation, the post-redundant 
stare (of temporary sa ti sfacti on) is impl e
mented as a n if-not-proper-node wa iting 
fora new disturbance of a predictable 
kind. In rea lity, as for instance in creative 
acts that (wi th necessity) neglects or for
gets the existence of the program, there is 
ra ther an evaluation of the new situation 
regardi ng it on its own premises; it is here 
essentially impossible to know whether 
che determining act, the effect of the 
recently activa ted redundancy, promoted 
its own interest. The post-redundant state 
is in this case not necessarily sa tisfaction 
but skepsis or continued fluctuation. 

To keep not only the interpretation 
open-ended, but a lso the forma! circum
stances of an art work, was the explicit 
goal set by the artist Öyvind Fahlström 
and manifested in his concept of the 
"non-fixed conglomerate meaning." 
This strategy, concerning actual 
fluctuation and movement of the parts 
that a work consists of, was developed by 
Fahlström both as paintings and as a 
written concept ca lled 'Signifiguration' 
(Jig. 3, J ig. 4)_17 The avoidance of sta bili
sation is an explicitly stated a im for 
Fahlström. Furthermore, the graphic 
notation used in the writings of the theory 
is itself an exper iment with the sca le and 
position of the relation between image 
and text. This work thus functions on se
vera l levels of expression simultaneously; 
it is mediation as we ll as exemplifica tion, 
poetics as we ll as practice. 

fig. 3 
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Conclusory remarks 

If we regard redundancy as a property of 
creative work, i.e. as part of the rnessage 
sent by the creative agent, it subrn its ro 
the author (artist, designer, executive, etc.) 
of the protocol that determines that act of 
mediation. Just as the writer of a novel 
"knows more" than the characters invo l
ved, the qualification of any communica
tion act is partly done at a leve! hidden 
from the speaking part(s). Just as an 
utterance genera lly depends on the hidden 
complexity of conventions lying behind it, 
red undancy often appears concealed . In 
artistic evaluation of redundant phenome
na, the conventional decision, to a void 
either overload or insufficiency, may be 
suspended. Redundancy, and the vague 
condition just before and after the 
moment when redundancy "rescues" a 
message or an operation, may in an artis
tic act instead be treated as an unexpected 
source of creation or even a result in itself. 
In design processes this has its evident pa
ra llel on the semiotic leve!: a product must 
not always reveal its purpose "as quick 
and accura te " as poss ible. Another aspect 
of a "creative approach to redundancy" in 
design thinking would be a 
focus on the will to treat redundancy not 
as an insurance of one highly specific use 
but as operator of alternatives, still by 
means of a built-in overflow of functions. 
This strategy would for instance direct 
design thinking toward re-use of products, 
by trea ting them from the outset as 
second and third genera tion objects as 
we ll as first and only. 

fig. 4 
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16. Also over-determino tion cou ld 
in itself be cons idered o disorder, 
meont to chonge. 

17. As an alternative lo " the 
mule-fi x emblem", Fahlström 
fovours " the phose in o course of 
events". He thought of fo rmation 
on the level of detoi l os well os on 
the level of the complete work os 
"not someth ing thot ' is' but somet
hing thot ' is becoming ."' The quo
tes ore token from the unpublished 
document 'Signifigurotion - om ny 
andlighet i konsten' from 1959 . 
An intermediote source here is 
Hiel mstedt, Lars, 'Kroftzocken och 
spårspirolen: om Öyvind 
Fahlströms signifigurotionsteori ' in 

O rd & Bild, l -2+CD, (Stockholm, 
1998) , 92-103. 

I 
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Svensk Industridesigns bokförsälining 
Beställning och information: Svensk Industridesign, Angelica Wendel 
Telefon: 08-783 83 31 Fax: 08-661 20 35 e-post: angelica.wendel@svid.se 

Den socialt formgivna produkten 
Författare: Ulf Mannervik 
Utgiven 1997 Chalmers tekniska högskola, exp. för Form och Arkitektur 
Ser vi industriell formg ivning som en social förändringsprocess, framgår det att en rad olika 
personer påverkar en produkts form, personer med oli ka prioriteringar kring problem som 
den ska ll lösa. Prod ukten är socia lt fo rmgiven i bemärkelserna att produktutvecklarna 
sk iljer sig åt i sina förestä llningar om produkten och dess form växer fram under deras 
sa mverkan. Som socia l förä nd ringsprocess är formgivningen inte begränsad till en enskild 
och sken bart fristående process, utan måste förstås i ett sammanhang där tidigare och pa
ra llella produktutvecklingsprocesser ingår. Produktutvecklarna knyter sig samma i olika al
lianser som sträcker sig över histori en och korsar det enski lda företagets formella gränser. 
Studien visar bl.a. utmaningar som produktutvecklare behöver kunna hantera för att 
utveckla en vä l samma nhållen produkt. Dessutom visar den vi llkor som industridesigner 
måste möta för att kunna skapa gehör för sin kompetens och få utrymme för sitt bidrag 
inom produktutveck ling. 
Pris: 176 kronor exkl. moms + frakt 

Design 
Utgiven 1985 av Design Center Stockholm 
Huvudtemat för boken är des ign i den industriella processen. Boken förk larar vad industri
des ign är, presenterar dess pionjärer och den intern ationella konkurrenssituationen. Den 
redogö r för attityder ti ll des ign bl and små och medelstora företag och tar upp relationen 
mellan design och sa mh äll sekonomi. Tolv svenska företag från den stora koncernen til l 
fåmansföre taget, intervjuas om hur de använder des ign som konkurrensmedel. N io 
industridesigner med olika specia liteter belyser sina erfaren heter från sa marbetet med 
industrin. Boken Design var den förs ta publ ikationen från Design Center Stockholm och 
möttes med stort intresse 1985 när den kom ut. Eftersom den är en unik och innehållsrik 
sa mmanfattning av industridesignerns möjligheter att ge ind ustrin ökad konkurrenskraft 
och brukarna mer för penga rn a fortsätter vi att anvä nda d en ✓ giltigheten finns kvar ! 
Pris: 40 kronor exkl. moms + frakt 

Design av företags- och produktnamn 
Författare: Jens Bernsen 
Utgiven 1994, Svensk Industridesign/Industrilitteratur, Stockholm 
Ett bra namn är ink öpsporten till identifikation, igenkännande och förståe lse. Ett då ligt 
namn kan medverka till att man blir fö rbisedd eller felto lkad . Ett bra namn ger ett företag 
eller en prod ukt en god start, kanske även ett gott li v. Ett dåligt namn är en belastning. 
Utveck lingen av ett namn på ett företag eller en produk t är en designuppgift i sig. Boken 
ka rtlägger beslutspunkter som ligger bakom va let av namn och anger kvalitetskriterier för 
denna des ign uppgift. Boken är både på svenska och engelska. 
Pris: 150 kr exkl. moms + frakt 
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Design for Product Understanding 
Författare: Rune Monö 
Utgiven 1997 av Liber 
Industrides ignerns uppgift är att forma tingen så att vi förstår hur de ska anvä ndas. 
Boken lägger därför tonvikten på produkten som ett tecken, dess budskap och kommu
nikativa betydelse. I flera avseenden bryter boken ny mark på produktsemantikens 
område. Design for Product Understanding är nödvändig vid utbildning av industriella 
och grafiska designer och ovärderlig för alla, som på ett eller annat sätt arbetar med 
våra nyttotings gesta ltning. Den vi ll också öppna dörrar ut till vidare forskning på ett 
fortfarande jungfruligt område. 
Pris: 288 kronor exkl. moms + frakt 

En resa i design 
Författare: Lisa Warsen och Per Leander 
Utgiven 1999 av KFB, Kommunikationsforskningsberedningen 
KFB har under ett antal år finansierat ett forskningsprogram om industriell design inom 
kollektivtrafiken. Detta arbete är nu avslutat och finns sammanfattat i en handbok, som 
heter Resa i design. Boke vänder sig till a lla som arbetar med att förbättra ko llektiv
trafiken. De som arbetat inom programmet har funnit att industridesign är ett utmärkt 
verktyg för utveckling och management när det gäller såväl tjänsten som a lla dess olika 
beståndsdelar. Design är synlig och riktar sig till både resenärer och personal. Dessutom 
manar design till helhetssyn. Läs boken Resa i design och få inspiration och ideer. 
Boken behandlar utformning av fysiska produkter, rumsmiljöer och information och 
hur man skapar en fungerande helhet med människan i centrum. Den beskriver både ge
nom sin huvudtext och ett stort antal exempel hur design genomförs och hur design kan 
användas. Det handlar om att färdas väl. Om vä lfärd! 
Pris: 350 kronor exkl. moms + frakt 

Ett steg mot en hållbar framtid 
Produktion: EkonoMedia Affärspress AB 
Utgiven oktober 2000 Projektledare: Christer Ericson och Hans Frisk 
Industridesign är ett kraftigt verktyg i kampen för att rädda miljön. Förr fokuserade 
man på utsläpp, förpackn ingar och sopsorter ing. Nu stå r det klart att miljötänk andet 
måste börja redan på ritbordet. När produkten lämnat fabr iken ä r det för sent. 
1998 startade projektet EkoDesign, initiera t av Svensk Industrides ign med finansiering 
från NUTEK, Näringsdepartementet, EU:s Småföretags ini tiativ och deltagande företag. 
Elva mindre och två större företag ha r med hj ä lp av specia lutbildade industridesigner 
och miljöspecialister gå tt igenom och miljöanpassat sin a produkter och o lika arbets
metoder. Målet med EkoDesign-projektet har varit att minska den totala 
miljöbelastningen med 50 procent- under til lve rkningen, när produkten används och 
när dess livslängd är slut. Ett må l som vi lyckats uppfylla . Läs och lå t dig in spireras! 
Pris: 56 kronor exkl. moms + frakt 
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Handla 
Utgiven 1997 av Tullbergs kultur & reklambyrå 
Boken hand lar om förändr ing, vä lfärd, arbete, lära nde, konsumtion arkitektur des ign , , , 
kultur och framtid utifrån 1930-talets bok "acceptera". Författarna tar upp olika 
faktorer som styr utveck lingen av arbetslivet och för fram visioner kring lärande och 
förståelsen av kopplingen människa - maskin. 
Pris: 368 exkl. moms + frakt 
15% rabatt för designjournalens läsare. Boken finna att köpa via 
Nerenius & Santerus Förlag AB, tel. 08 - 34 44 74, fax 08 - 35 65 30 

Svensk Industridesign - en 1900-talshistoria 
Utgiven 1997 av Norstedts förlag 
Telefoner, bilar, ky lskåp, borrmaskiner, radio- och TV-appara ter, skrivmaskiner, utom
bordsmotorer, skruvmej slar, häftstift ... De massproducerade vardagsföremålen har i hög 
grad forma t 1900-talsmänniskans li v. Svensk industridesign är en omfattande antol ogi 
med texter om svensk industriell design under 100 år. Här finns fo rskarens syn på 
epoken. Här finn s skildringar av designverksamheten inifrån. I några kapitel stä ll s de 
designade produkterna i fokus, i andra den utövande designern , i ytterligare andra 
produktu tveck ling och masskonsumtion. Sammantaget ges en mångsidig och intränga n
de skildring av vår tids mest typiska föremål: symbolerna för det svenska industrisam
hället, fo lkhem met och välfärden. 
Pris: 327 kronor exkl. moms+ frakt. Beställes genom www.bol.com 

Sverige i god form 
Författare: Ann-Kristin Myrman 
Utgiven 2000 av LO, Landsorganisationen 
Vi vill med skriften Sve rige i god form bidra till en ökad diskuss ion om formgivningens 
betydelse för sysselsättni ngen och utveck lingen av svenskt närings li v. Vi tror att det 
finns stora utvecklingsmöjligheter fö r före tag som satsar på en genomtänkt 
formgivning. Det ka n leda till sysselsättning, utveckling av arbetets innehåll och bättre 
produkter. 
Det finns många aktörer vid en produkts tillkomst: formgivaren, konstruktören, som 
ibland är samma person som fo rmgiva ren, företaget, de anställda, den fack liga orga ni 
sationen, köparen och brukaren. All a kan bid ra med mer än de gö r idag. Alla har kun
skaper som inte utnyttjas och inte samordnas. Vi tror att det fin ns både kunskaper och 
intresse inom våra egna led som inte tas till vara. Därför vill vi med Sverige i god form 
framfö r allt stimu lera facket och facke ts medlemmar att fundera på och undersök om 
en satsning på for mgivn ing sk ulle kunna bidra till att utveckla det egna fö retaget. 
Pris: 32 kronor exkl. moms + frakt 
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Tänk på saken 
Författare: Folke Edwards, Gunilla Grahn-Hinnfors, Torsten Hild, Ingrid Sommar 
och Anders Westgårdh 
Utgiven 2000 av Nordbok Publishing AB 
År 2001 är ett av regeringens utl yst år fo r arkitek tur, form och des ign. För a tt lyfta fram 
design länet Västra Götaland utkom boken "Tänk på saken", ett pra ktverk i o rd och 
bild om västsvensk des ign. Nä rmare 100 utva lda v~istsvenska fö remål, som ä r des ignade 
och/eller producerade i Västsverige. Frå n bi lar till porslin, fr ån möbler till ostar, från 
servetter till motorsåga r. En del föremål är klassiska, andra är sa mtid a. Boken ska ll 
skänka kunska p kring design och inspirera till öka t des igntänkande bland fö retag, 
myndigheter och orga nisa ti oner. Boken ska ll vara en upplevelse fö r dem so m ra r del av 
bokens texter, bilder och gra fi ska fo rm. 
Pris: 250 kr exkl. moms + frakt 

The Human Dimension 
Utgiven 1994, Svensk Industridesign, Stockholm 
I oktober 1994 arrangera de Svensk Industrides ign, Arbetsm il jöfonden och Sveriges 
Tekn iska Attacheer utställningen "Den Humani sti ska Dimensionen" i Milano. 
Utstä llning visade 70 svenska före tags produkter, utvecklade med omsorg o m dem som 
ska ll använda dem. Ett anta l namnkunniga personer, t ex Gustaf Rose ll , Kerstin 
Wickman, Anty Pansera och Maria Benktzon, ger sin syn på denna humanisti ska 
dimension, ert för hållningssätt som gör Sverige unikt inom använ darinr ikta d produkt
utveckling. Boken är på engelska. 
Pris 50 kr exkl. moms + frakt 
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