Cumulus Hong Kong 2016
Cumulus Working Papers
33/16

Open Design for < N
E-very-thing 8 A
< X X >

2124 November 2016
Hong Kong
Design Institute < >\/ \/< y

< ¢ » >

< X X >

\% V
“I_|° Open Design for s s

o—\. E-very-thing

EXPLORING NEW DESIGN PURPOSES

C == HONG KOG DESIGN INSTITUTE
v OEFEENERHZR

Member of VTC Group VTC i#i86t 8






Copyright © 2017 Hong Kong Design Institute and
Cumulus International Association of Universities and
Colleges of Art, Design and Media

All content remains the property of
authors, editors and institutes.

EDITORS
Cecile Kung, Elita Lam and Yanki Lee/
Hong Kong Design Institute

Hong Kong Design Institute
3 King Ling Road

Tseung Kwan O

New Territories

Hong Kong
www.hkdi.edu.hk

Cumulus International Association of Universities and
Colleges of Art, Design and Media

Aalto University School of Arts

Design and Architecture

PO BOX 31000, 00076 Aalto

Finland

www.cumulusassociation.org

Printed in Hong Kong, May 2017
ISBN 978-952-60-0080-0 (print)
ISBN 978-952-60-0081-7 (pdf)

ISSN 1795 1879 Cumulus working papers (pdf)
ISSN 1456 307X Cumulus working papers (print)






Table of Contents

Conference Credits

International Academic Partners
Cumulus President’s Introduction
HKDI Principal’s Message
Conference Chair’s Reflections
Summary of Keynote Speeches
Call for Papers and Formats

Six Open Design Tracks
Conference Papers

— Education

— Empathy

— Engagement

- Environment

— Ethnography

— Experiment

Review of Open Design Activities
Cumulus Working Groups
Participant’s Feedback

List of Reviewers

Sponsors

006
007
008
o1
012
015
018
019
022
022
166
254
376
470
554
640
644
646
648
650



Contribution Title

Author

Format

Page

A study of the multi generational relationship with making through Samantha Vettese, Paul Thompson, Denise Allan Full paper 023

mediated designing in collaborative, digital environments: implications

for learning and open access fabrication

Hit and Miss Matthias Hillner Full paper 031

Innovation and Collaboration in an Academic Setting

The role of design thinking in the transformation of china’s banking Jianzhong Cao, Xiangyang Xin Full paper 039

sector

Participation and collaboration in open design education Mark McGuire Full paper 044

Wealth from waste: a transdisciplinary approach to design education Alexandra Crosby, Dena Fam, Abby Mellick Lopes Full paper 051

CoLAB - collaborative exhibition as a method to open interior design Sally Billau, Eve Stirling Full paper 056

“Pecha Kucha” presentation style as a way to increase fashion design Lionel Roudaut Full paper 061

students’ ability to present, articulate and communicate fashion design

concept effectively

MixMedia narratives workshop: multimedia design production on a Sonia Vieira, Luis Frias Full paper 070

multidisciplinary team

The case for greening the fashion education classroom across the Anne Peirson-Smith, Susan Evans Full paper 077

curriculum

The states of openness: an educational perspective on design Hatice Cansu Curgen, Avsar Gurpinar Full paper 084

practices

“I've become a cross-disciplinary interpreter” Leigh-Anne Hepburn Full paper 091

Experiences of open learning within a multidisciplinary collaborative

design context

Creativity and ICT to drive new entrepreneurship education Thera Jonker, Karen Sikkema, Anastasia Konstantelou, Kostas Full paper 097
Kutsikos, Arianna Vignati, Francesco Zurlo

Design fiction in design education: urbanism, para-pedagogy and Andrew Morrison Full paper 105

futures literacies

Design in the real world Roger Bateman, Claire Craig Short paper 113

2025: Forecasting Futures Nicky Ryan Short paper 118

Smart pedagogy for the future of design Emily Rice, Eric Winter Short paper 121

Between artistic frictions and users’ adaptations: educating open Deanna Herst Short paper 124

design

Challenges to Team Ethnography and PAR: A Reflection of the Journey ~ Magnum Lam, Elita Yee-nee Lam Short paper 129

of Fashionthothgraphy

Synchronic design & design education in Lebanon Vrouyr Joubanian Short paper 133

Futures thinking through transposition Corbin E. Raymond, Kwame Opoku-Asare, Alettia V. Chisin, Short paper 137
Andrew Morrison

Collaborative curricula Danah Abdulla Short paper 141

Curriculum 3.0: enabling democracy in tertiary design education at a Monica Di Ruvo, Johannes Cronjé Short paper 144

university of technology in South Africa

Sockhorn Beam PY. Leung, Kelvin M.C. Kam Artefact - products 149

or artworks

Five go to Mozambique lain Macdonald, Myrna MacLeod Movie/video 151

Down Memory Lane Roger Bateman, Claire Craig Movie/video 154

Creating an ‘Open’ and ‘responsive’ Design Curriculum Job Rutgers, Paul Epp Workshop 156

The education flaneur — a global studio, 2 cities, 5 years, 200 students  Nur Hidayah Abu Bakar, Michael Chen Workshop 158

and communities of practice

Inspiring open designers of the future Tara French, Jeroen Blom, Angela Tulloch, Gemma Teal, Workshop 163

Mafalda Moreira

Empathy

Participatory design fieldwork: dealing with emotions Mariana Salgado, Michail Galanakis, Esa Pursiainen Full paper 167
Seeking stronger plurality: intimacy and integrity in designing for social ~ Yoko Akama, Joyce Yee Full paper 173
innovation

Inside the Aotearoa House; decolonising design education in Aotearoa  Cristiaan de Groot, Johnson Witehira Full paper 181
New Zealand

The body of design — process as communion in building empathy and Matt Hawthorn Full paper 186
participation for cultural and environmental change

Intimacy in accessories Trine Meller, Anne Louise Bang Full paper 190
Open dementia project: Empathic tools between magic and Yanki C Lee, Albert S'Y Tsang, Niels Hendriks Full paper 198
everyday life

Big picture and small picture; learning to design for the user in context ~ Katherine Bissett-Johnson Short paper 206
Co-designing newcomers archives: discussing ethical challenges Elisabet M. Nilsson, Jody Barton Short paper 211
when establishing collaboration with vulnerable user groups

Therapeutic habitat for Alzheimer’s Disease Silvia Maria Gramegna, Alessandro Biamonti Short paper 215
Sensory storytelling: a method for deep design insights Natalia Gomes Franca, Louise St-Pierre Short paper 219




Contribution Title Author Format Page
Pain talking: exploring the experience, expression and description of lan Gwilt, Joe Langley, Rebecca Partridge, Suzanne Davis, Short paper 225
chronic pain through creative processes and visualisation strategies Leanne Woodward, Ally Spooner

Preparing for loss Marie Sterte Short paper 230
Design for empathy within participatory design approaches Tara French, Gemma Teal Short paper 233
Open design approach, a project for inclusion of blind people Giovanna Giugliano, Rosanna Veneziano Short paper 237
Participatory social design with empathy for the poverty alleviation in Baosheng Wang Short paper 241
rural

Empathetic design research and development in practice; Heath Reed, Andrew Stanton, Joe Langley Artefact - products 247
codevelopment of an innovative head and neck support for people or artworks

with Motor Neurone Disease

Safe Nifios: designing empathic environments for child burn survivors Mariana Amatullo, Stella Hernandez, Penny Herscovitch Artefact - products 250

or artworks

Engagement
The lure of the city, the possibilities of the village: crowdsourcing Alexandra Crosby, Ratna Cahaya Rina Full paper 255
graphic designers in Indonesia
Engaging design pitches: storytelling approaches and their impacts David Parkinson Full paper 260
Heritage as experience: creative approaches to heritage in Eugenia Lopez Reus, Miguel Jaime Full paper 268
contemporary art and design in the UAE
Progressing a university-industry collaboration (UIC) model for open Roderick Walden Full paper 277
and sustainable innovation
Design charrette: co-creating design possibilities with heritage craft Chamithri Greru, Britta Kalkreuter Full paper 283
From participation to collaboration: open innovation as place making Sissel Olander Full paper 291
Fostering engagement through creative collaboration Tara French, Leigh-Anne Hepburn, Sneha Raman, Gemma Teal  Full paper 297
Design as process, artistic interventions and civic-minded Catherine Normoyle Full paper 304
improvements as artifacts: applying an open model of community
engagement in social contexts
Living labs and co-design for social innovation: mapping the European  Yuki Taoka, Kaho Kagohashi, Céline Mougenot Full paper 312
model to Asian societies?
Re-negotiating politics of fear in public spaces — Politics of Fear Ruth Mateus-Berr, Jana Alaraj, La Schandré Coetzee, Martin Full paper 318
Collective (POF) Farber, Brigitte Felderer, Michel Golz, Sebastian Kraner, Virginia
Lui, Péter Oroszlany, Karolina Plaskova, Milly Reid, Christina
Schraml, Alessia Scuderi, Enrico Tomassini, Julia Wohlfahrt
To type or drag and drop: Engaging the creative arts through visual Paul Bardini Short paper 325
programming languages
Written world. A platform for collective research and creation of signs Belén Gonzalez Riaza Short paper 329
for public places
Democratising design in scientific innovation: application of an open Maria Frangos, Joshua Pearce, Tiberius Brastaviceanu, Ahmed  Short paper 333
value network to open source hardware design Akl Mahmoud, Abran Khalid
Under the skin: Designing contemporary experiences in fashion Kiara Bulley, Sarah Winter, Bianca Bulley, Madeline Taylor Short paper 340
display
Design for healthy eating: engaging children to understand food Seahwa Won, Tang Tang Short paper 344
practices
Discover Hong Kong Cheung Long Wai Artefact - products 349
or artworks
12-12 & indee footwear: an exergame system facilitating strength for Scott Brebner, William Duncan, Edgar Rodriguez-Ramirez, Kah  Artefact - products 352
task training for older adults recovering from stroke Chan, Peter Freer or artworks
Designed for delight: exploring surprising applications of 3D printingin  Sebastien Voerman, Edgar Rodriguez Ramirez Artefact - products 355
lighting design or artworks
SolLoMo revitalizing nature renewal Jing CAO, Xinyue QIAN, Laura Jacqueline Artefact - products 357
or artworks
Art made from live scientific images to help and influence how they are  Jo Berry Artefact - products 359
visually communicated and distributed or artworks
Critical mass — a creative catalyst for participatory social change Sarah Temple, Tara Hanrahan Movie/video 362
Woolf works — a three act ballet Ravi Deepres Movie/video 365
Open design for development and youth Satu Miettinen, Valentina Vezzani, Shilumbe Chivuno-kuria, Workshop 367
Fabrizio Pierandrei, Michelle Van Wyk, Hanna-Riina Vuontisjérvi
Affordable housing?! Christina Schraml, Markus Gebhardt, Mu Bo Workshop 370
Design for e-very-one: exploring the possibilities of open-ended Viktor Malakuczi, Loredana Di Lucchio Workshop 373
innovation focused on individual diversity
Design in times of transition Anna Bernagozzi Workshop 375




Contribution Title

Author

Format

Page

Environment

researcher for an innovative furniture solution

or artworks

Learning by planning: collaboration across the environment Annabel Pretty, Sara Hyltén-Cavallius Full paper 377

A serious game prototype design for social advocacy — using the air Yi-Hung Tung, Wen-Huei Chou Full paper 385

pollution of the six naphtha in Yunlin as an example

Design with public: a research of participatory approach in built Nong Limei, Zhou Haoming Full paper 391

environment

Schools as agents of change Alison Mears, Cristina Handal Full paper 397

Designing transdisciplinary dialogue to innovate towards sustainability ~ Susan Evans, Anne Peirson-Smith Full paper 404

Remake: an open and co-design process for sustainability through Rowan Page, Mark Richardson, Vincent Moug, Helen Millicer Full paper 412

making

The environmental terrorist: exploring individual responsibility and Alettia V. Chisin, Henry H. Mainsah Full paper 419

emotional engagement through design research to understand issues

around climate change

Designing Resilience for a Changing World Tonya Sweet, Catherine Caudwell Short paper 426

Boundary objects transitioning beyond borders Corbin Raymond, Alettia Chisin, Henry Mainsah Short paper 430

Up_citying. Four ecologies for an open design environment approach Massimo Bruto Randone, Timothy Jachna, Paolo Inghilleri, Alvin - Short paper 435

Yip, Irina Suteu

Designerly ways of exploring climate change: participatory design Ralitsa D. Debrah, Alettia V. Chisin, Henry H. Mainsah Short paper 439

methods and the storied artefact

Is fashion in need of a paradigm shift? Malene Pilgaard Harsaae, Mette Norgaard Terkildsen Short paper 449

Charting deep metaphors that reveal Millennials’ mindsets of Fastand ~ Abel Hernandez, Peter Kwok Chan Artefact - products 453

Slow fashions or artworks

The time it takes lef Spincemaille Artefact - products 455
or artworks

Zero wastage footwear Ho Tak Ho, Travis Li, Jovia Lai Artefact - products 458
or artworks

Open Bio-hacking Fashion toward sustainable production line: Kazuya Kawasaki, Da ijiro Mizuno Artefact - products 461

studying on bio-material development and 3D forming or artworks

Five classical elements évY Dutheil Artefact - products 463
or artworks

How can design education support designers in their visionary work Susan Evans, Mathilda Tham, Sara Hyltén-Cavallius Workshop 466

towards sustainability?

The future of urban food Susan Evans, Davide Fassi, Anna Meroni Workshop 468

Ethnography

Crafting ethnographic experiences: ways of knowing Facebook - Eve Stirling Full paper 471

Influences of a practice-based approach on research on everyday

digital life

Self-constructed representations: design research in participatory John Fass Full paper 477

situations

“Build together!”: observational study on outdoor activities engaging Bang Jeon Lee Full paper 485

children in design

What is open design for ethnography? An open discussion Ding Wang, Vanessa Thomas Full paper 492

‘Open narratives”: narrative as collaborative co-creation through Neha Sayed, Lily Diaz-Kommonen Full paper 498

collective cultural memory

Visualising ourselves through artifacts and experience Lily Diaz-Kommonen Full paper 505

“Sketch and Talk”: an ethnographic design method opening closed Franz James Full paper 510

institutions

Dialogues through design: ethnographic explorations of creative Naomi Braithwaite Full paper 516

process

Transformation of traditional rice cooking utensils into modern design Jamaludin Short paper 523

in West Java Indonesia

Chinese international students at University of the Arts London: Mo-Ling Chui Short paper 527

changing perceptions on creativity

Being there: impersonating the designer-researcher-participant Asa Harvard Maare Short paper 531

Learning in role playing: an ethnographic study on Chinese children Jinping Liu, Bang Jeon Lee Short paper 534

towards a novel educational game model

Design for cultural preservation - An investigation into the systems of Nanci Takeyama Artefact - products 5637

traditional Laotian textiles or artworks

Reviving Hong Kong - old public housing estates Leung Ching Wa Artefact - products 540
or artworks

Memories and dreams, an ethnographic approach as a way to Tommaso Maggio Artefact - products 542

understand a different culture or artworks

The revolving door - challenging the dichotomies of designer and Michael Leube, Mag. Michael Ebner, Susanne Honsa Artefact - products 545




Contribution Title Author Format Page
Design ethnography and inheritance: the revitalisation of Hakka Eunice Lee, Magnum Lam, Iman Fok, Eric Ping Hung Li Artefact - products 548
tradition in fashion collection or artworks

The gain line Ravi Deepres Movie/video 550
Design Ethnography: opening the black box - how to draw design Lysianne Léchot Hirt, Nicolas Nova Workshop 552

decisions from ethnographic observations

Hybrid experiment: art and science symbiosis in designing childbirth Leong Yap Full paper 555

experiences

It's not an experiment if you know it will work Petter Bergerud Full paper 562

Serendipity and the urban transect walk Peter Hemmersam, Jonny Aspen, Andrew Morrison Full paper 570

Reflections on design and cultural mapping in arctic cities

Design fiction: experiments in error E. Scott Denison Short paper 576

The Spanish experience in open design: case studies Manuel Martinez Toran, Chele Esteve Sendra, Ricardo Moreno  Short paper 580

Cuesta

How much can you see? Students improving their observational skills Wujun Wang, Eleanor Thornton, Thomas Zummer Short paper 585

in design foundations

Emojis - an open and universal means of communication? Hari Kara, Mahanaaz Irani Short paper 590

Coping with contingency Clint Heyer Short paper 594

A study of konglish: open for subjectivity as a comprehensive So-dam Lee Short paper 597

framework to approach error and mistake in the practice of design

experimentation

Making the creation of fashion visible Donna Sgro Short paper 600

Wheelchair with structural design in tensegrity bamboo Carlos Mauricio da Costa Ramos, Raquel Barbosa Teixeira, Artefact - products 605

José Luiz Mendes Ripper or artworks

Experiments on the making (t32 work in progress) Claudia Carbone Artefact - products 610
or artworks

-36" 24” 36"- Faseeh Saleem Artefact - products 614
or artworks

In a place like this - The book as a container of creative conflict Johan Sandborg, Duncan Higgins Artefact - products 616
or artworks

Design recipes: creative pathways for product development Umber Zahid, Zahid Usman Artefact - products 618
or artworks

Rethinking Postcards Doris Binger, Michael Stoll Artefact - products 621
or artworks

Temptouch Paul Bardini Artefact - products 624
or artworks

Auditory breakfast Mona Makhlouf Artefact - products 626
or artworks

02: U e | unexpected encounters Bihter Aimag Artefact - products 628
or artworks

Speaking of design experiences: a phenomenological unquiry into Magnum Lam, Yee-nee Lam, Eric Ping Hung Li, Wing-sun Liu Artefact - products 631

everyday aesthetic discourse in design representation or artworks

Reprojecting autoprogettazione? Experimenting with the experiment Avsar Gurpinar, Cansu Curgen, Gorkem Ozdemir Artefact - products 633
or artworks

Shakespeare mobile digital theatre: an experimental theatrical Wai Mun Selina Chan, Pauline Kottina Hall Movie/video 635

performance

Rituals of care Ola Stahl, Sara Hyltén-Cavallius Movie/video 638




006

CUMULUS HONG KONG 2016

Conference Credits

Cumulus Hong Kong 2016
Organising Committee

Leslie Lu, Principal/Hong Kong Design Institute

Daniel Chan, Michael Chan, Shaun Cheung, Shirley Cheung,
Eureka Chiu, Sannia Ho, Kaman Hui, Phoebe Hui, Cecile Kung,
Rani Janday, Cherry Lam, Elita Lam, Carling Lau, Luna Lau,
Frieda Lee, Yanki Lee, Beam Leung, Tony Liu, Stephen Lok,
Tasuki Mak, Cassandra Ng, Tse Ming Chong, Terence Wong,
Evance Yau/Hong Kong Design Institute

Conference Chairs

Patricia Moore/Moore & Associates

Yanki Lee/Hong Kong Design Institute

Elita Lam/Hong Kong Design Institute

Cees de Bont, Professor/The Hong Kong Polytechnic University

Open Design Academic Track Chairs

Education Track

Chair: Sally Wade, Professor/Sheffield Hallam University
Co-chairs:

Rachel Troye, Professor/The Oslo School of Architecture
and Design

Bente Irminger/Bergen Academy of Art and Design
Linda Lien/Bergen Academy of Art and Design

Empathy Track
Chair: Lorraine Gamman, Professor/Central Saint Martins

Co-chairs:

Roger Bateman/Sheffield Hallam University
Claire Craig/Sheffield Hallam University
Niels Hendriks/LUCA School of Arts

Cai Jun, Professor/Tsinghua University

Engagement Track

Chair: Adam Thorpe, Professor/Central Saint Martins
Co-chairs:

Leon Cruickshank, Professor/Lancaster University
Virginia Tassinari/LUCA School of Arts

Francesca Valsecchi/Tongji University

Yanki Lee/Hong Kong Design Institute

Environment Track

Chair: Mathilda Tham, Professor/Linnaeus University
Co-chairs:

Susan Evans/Tongji University

Henry Mansah/The Oslo School of Architecture and Design

Ethnography Track

Chair: Francis Mller/Zurich University of the Arts
Co-chairs:

Zhao Chao/Tsinghua University

Franziska Nyffenegger/Zurich University of the Arts
Albert Tsang/Hong Kong Design Institute

Experiment Track

Chair: Maria Hellstrom Reimer, Professor/Malmo University
Co-chairs:

Jacob Bang/The Royal Danish Academy of Fine Arts

Liesbeth Huybrechts/University of Hasselt

Troels Degn Johansson/The Royal Danish Academy of Fine Arts
Andrew Morrison, Professor/The Oslo School of Architecture
and Design

Kirsten Marie Raahauge /The Royal Danish Academy of Fine Arts
Ann Merete Ohrt/The Royal Danish Academy of Fine Arts

Design

Lau KaKiu (Alumni)/Hong Kong Design Institute



International Academic Partners

A

Aalto University

k 3 Kunst- og designhggskolen i Bergen

. Bergen Academy of Art and Design

LUCA

SCHOOL
OF
ARTS

Sheffield |Sheffield
Hallam _ | Institute
University | of Arts

H@ D TONGJI UNIVERSITY
COLLEGE OF DESIGN AND
INNOVATION

university

u a I B of the arts
m london

Linnzeus University 7

©

MALMG UNIVERSITY

y 4 hdk

Zurich University of the Arts

007



008

CUMULUS HONG KONG 2016

Cumulus President’s Introduction

Cumulus renewal for a better world

Conference after conference the Association grows, Cumulus members travel and meet each other
in new places across the Continents, and we are happy to explore a new area of Asia such as Hong
Kong, where we know to have many friends.

Altogether, during the last conference in Nottingham, we chose a new Board of the Association. This
new team, together with our supportive General Secretariat and myself, will have the honour but also
the responsibility to further guide and develop the Association in the coming three years.

Any suggestion, idea and also criticism about how we are doing now and how we would like to do in
the future is highly valuable and welcome, as we really want to do our best to improve the Cumulus
Association.

Our Board, our Secretary and our whole community of members are a worldwide representation of
the global context in which our schools work to educate designers and to train future researchers
and professors. Thanks to this diversity, the Association is able to understand and stimulate different
points of view, and to address problems from different backgrounds and perspectives.

However, our attention is broader. It overcomes the borders of our Association and it turns towards
the world and the delicate historical, political, social moment that we are living. The past 12 months
have been rather difficult for most of us and the next ones are uncertain and can bring many of

us worry for the future of the next generations we are meant to educate. The loss of an American
student who was in an exchange programme in Paris, the problems encountered by many professors
who had to leave their jobs on the spot in some countries, the innocent children killed in various
violent circumstances, the walls built against foreigners and against migrants at the borders in several
areas of the world... All these instances make us think about the sense of our daily work and about
how we could react.

If, as Ezio Manzini often affirms, to be a designer means to be optimistic, meaning that design can
contribute to a more positive future, then the Cumulus Hong Kong Conference can be considered as
a first tassel to our reaction.

The ‘Open Design for E-very-thing’ theme is particularly appropriated to address this critical moment
of the world we live in. It highlights the fact that designers and design students are able not only to
design beautiful products, spaces, services, communication and fashion artefacts, but also to tackle
huge global challenges, from climate change to inequality and poverty, from redistributing resources
to business strategy. They can approach these themes with different methods, tools and visions; they
can give birth to new solutions thanks to their creativity and their innovative attitude; they can facilitate
their realisation with their capabilities of co-designing, visualising and prototyping; designers and
design students can be, finally, also positive acupunctural activists for social innovation. Like vitamins
for our bodies, thanks to their knowledge, creativity, capabilities and sensibilities, they can contribute
to reinforce the values of equality, tolerance, peace and democracy in our environments.

Openness and engagement, the two keywords of this conference, are totally in tune with the identity
and the aims of Cumulus Association. In fact Cumulus as an association would like to become a real
co-creating platform -- a collaborative global relational space -- where energies and ideas are sharing
purposes, where members work together to reach these purposes through research and education,



to keep the borders open, to generate a higher level of optimism towards the future for the younger
generations, to help students to become citizens of the world, where equality, tolerance, peace and
democracy remain the fundamentals of all our actions.

Finally, ‘Open Design for E-very-thing’ has its roots in Hong Kong. The Conference made possible for
all of us to discover the unique city of Hong Kong and its territories: the tours around the city, the trail
hiking tour in the country parks, the very special activities such as jade jewellery making, dim sum-
making, embroidery, drumming, mould making and casting helped entering some secrets of this city.
All these activities remind us how important it is to make things with our own hands; to continuously
feel through our fingers, feeding and training the intelligence of our hands together with that of our
brains. Thanks to these hands-on activities, we could deeply enter in contact with the culture, the
lifestyle and the tradition of Hong Kong.

The Cumulus Association Board, Secretariat and | would like to thank the team of Hong Kong
Conference in particular Mrs Carrie Yau, Executive Director of the Vocational Training Council; Mr
Leslie Lu, Principal of Hong Kong Design Institute, Dr Yanki Lee, friend of Cumulus who has initiated
this conference project, Cecile, Frieda, Michael, Luna, Tony, Rani and all the staff and student
volunteers and the creator of the logo.
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Thank you! You did a wonderful job.

Luisa Collina

Professor, Dean of the School of Design — Politecnico di Milano
President of Cumulus International Association of

Universities and Colleges of Art, Design and Media

Cumulus President’s Introduction

Photo by Massimo Ferrari






HKDI Principal’s Message

On the needs of openness in the design of everything

In the past decade, the nature, practice and production of design(s) have undergone fundamental
shifts in response to the challenges posed by the speed of change in convergence with technology,
politics, sustainability, poverty, terrorism and emerging revolutionary cultures — questioning the
tradition, methodology, pedagogy, thoughts and concepts of life, humanity and design, racing
towards the creation of new and never before imagined aesthetics, while questioning the necessities
of beauty itself.

In a dense and intense society like Hong Kong, we intimately encounter these social, economic and
cultural upheavals arising from the legacy of our colonial culture, the lingering psychosis of survival in
a transient society with no identity, idealism or reason - just meaningless obsession.

The theme of ‘Open Design for E-very-thing’ came about as a contextualised response to a global
question, a question that resonates with the story of Hong Kong as the merging lane of cultures and
peoples, but more importantly, it alludes to the new universal possibilities of design at a time when
clashes and exchanges between cultures, ideologies, peoples and society have reached a new
level of din and savagery, demanding new poetics of creativity and piecing ethical and sustainable
solutions, and new expectations of design of open processes, engagement and participation.

Cumulus Hong Kong 2016 examined Open Design under six tracks — Education, Empathy,
Engagement, Environment, Ethnography and Experiment. Through exploration and discussions, our
hope is that it would help re-ignite the purpose and place of design in the increasingly complex yet
interdependent world that demands a new set of solutions and processes in the future of design.

Leslie Lu
Principal and Academic Director (Design)
Hong Kong Design Institute
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CUMULUS HONG KONG 2016

Conference Chair’s Reflections

Cumulus 2016 HKDI: A Celebration of Community, Creativity; Cooperation

2016 will be forever remembered as a year of global political disruption. The United Kingdom’s citizens
voted in the majority to leave the European Union, putting the future of the EU in question and further
diminishing the sovereignty of member nations struggling with the challenges of economic survival
and national security.

Donald Trump was selected President of the United States by the arcane Electoral College, a
Constitutional compromise process for determining the presidency, established by the Founding
Fathers in 1787. Although Hillary Clinton won the citizen vote by nearly three million more ballots than
Mr Trump, she now joins former Vice President Al Gore, whose ballots were also greater than his
opponent, George W Bush, as candidates elected by the people, but made unable to serve by the
dubious decision of the 538 individuals who determine arguably the most powerful leadership role in
the world.

When | took the stage to address the Cumulus Hong Kong delegates, | did so with a heavy heart. |
was one of the proud Americans who believed Hillary Clinton was the most prepared individual to

ever run for the presidency. | remain one of the citizens of the world utterly dismayed that a person
who has mocked people with physical conditions, disparaged governments, and demeaned women
as his sexual playthings is serving as President of the United States. But, as a pragmatist and as a
proponent of positive thoughts and actions, | decided to share an historical view of the evolution of our
species, from the vantage point of the women who have made our world great, as inspiration for what
we can all do to promote international equity and quality of life, by Design.

Framed with the accolade of “Nasty Women”, in honour of Secretary Clinton, and Mr Trump’s
sophomoric criticism of her in one of their debate appearances, | reminisced about the original Nasty
Woman, Eve, responsible with a bite of forbidden fruit for evicting us from the Garden of Eden, (but of
course, we only have the word of, most probably, male authors of the Old Testament for that claim).

Wu Zetian, the only Empress Regnant of China (684) in more than four millennia, reformed the system
of education and government, enhanced agriculture, and created a prosperous regime with social
stability.

A young peasant girl, Joan of Arc, who led the French to victory against the English in 1430, was
captured and burnt at the stake in 1431. She was nineteen years of age.

Queen of England and Ireland from 1558 till her death in 1603, Elizabeth | defied all odds of survival
and created kingdom-wide literacy, great achievements in the arts, support of global exploration and
scientific advancement.

Madame Curie was the first woman to win a Nobel Prize, Physics in 1903 and the only woman to win
a second time, for Chemistry in 1911.

In 1932, Emelia Earhart became the first female aviator to fly solo across the Atlantic Ocean.
Katherine Hepburn entertained in a brilliant sixty-year film career, and took charge of her 17 careers

in defiance of the “Studio System”, buying properties and managing their development, while wearing
pants, a most unfeminine statement in the 1940’s. Her trademark trousers became so influential, the



Council of Fashion Designers of America bestowed her their 1986 Lifetime Achievement Award.

Indira Gandhi became the first female Prime Minister of India in 1966. She was the second longest
serving Prime Minister at the time of her assassination in 1984.

Elected as Prime Minister in 1969, Golda Meir was the only woman honoured to serve Israel in that
capacity, and the first female leader to be known as the “Iron Lady”.

In 1974, | became the first female industrial designer in the New York City offices of Raymond Loewy.
The “Mad Men Era” of discrimination and resistance to women in traditional male roles was still
firmly in place, but | was determined to convert the attitudes of exclusion and did so by developing
the methodologies and philosophy of universality and inclusivity by design, with the “Elder Empathic
Experience”, by which | was prosthetically transformed as women in their eighties to experience the
range and realm of the challenges of daily living that confront elders and peoples of all abilities.

“Nasty Women” all, we broke through glass ceilings, erased stereotypes, and embraced the
sensibility of gender equity for the most balanced view of daily life and the creation of exemplars that
define a quality life for every person.

My point is this, without conviction, without daring, and perhaps most important, without knowledge,
no woman, man or child will thrive. And it is this gift, the fruits of education, knowledge, that will
continue to broaden our horizons, build on our successes, and embolden a vision for tomorrow that
anything and everything is possible with what we can accomplish together, for the future, today.

Every person enters life with the promise of potential and what will be in the years they inhabit this
planet. Each of us has hopes and dreams that balance with needs and requirements. The delivery
on all of these expectations is a matter of Design. The exemplars in our lives will be the result of
understanding and the meeting of unique desires with earnest and elaborate empathy, in thanks to
Design.

Dr Patricia Moore
Conference Chair
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Summary of Keynote Speeches

Six internationally renowned design educators and practitioners
were invited to give keynote speeches at Cumulus Hong

Kong 2016, offering a wide spectrum of perspectives on open
design, its nature, function and role to play in society, and
opening up a platform for intellectual exchange and reflection.

Design is often seen as a creative process through the
questioning of problems and its resolution to address needs
and experience. Without any purpose to achieve, there will
be no design.

Debatable as this supposition may be, it has not been
challenged by open design, which, for our purpose, is a
response to the accelerating convergence of the various
aspects of human life, including but not limited to politics,
economics, technology, healthcare, ethics and morality.
Open design seeks to highlight the importance of by opening
up, or democratising, the creative process to non-design
professionals. End users, stakeholders and general members
of the community are engaged in one way or another through
the journey of design. For one thing, this is built upon the
notion that recognises the collective wisdom outside the
design community that should be respected and mobilised.
More importantly, involving non-design professionals in

the creative process also enables designers to better
understand the needs of their clients, the purpose of their
creative projects, and thus empowers them to come up with
better designs that serve the purpose more effectively.

But how do we open up the design process? How open
are we, as design educators and practitioners, in exploring

design approaches and possibilities without succumbing
to the confusions and hectic changes around us?

Hideshi Hamaguchi, the internationally recognised business
strategist and concept developer from Japan, offered a
two-pronged strategy for innovation and open-mindedness.
First, break the bias. Forget the rules. Throw away
definitions. Try to come out of the paradigm that defines
whether something works or makes sense. To do so,
however, Mr Hamaguchi said one has to fully understand
what the bias is. One needs to find out why such an idea
was formed, and how it came about. Only when we know
where the boundaries are can we break through them.

The second strategy focuses on communication with and
understanding of the target audience. ‘It is the era of the
story,” Mr Hamaguchi proclaimed, tracing how consumer
behaviour has evolved over the past 40 years. Function was
the strongest determinant of consumer purchase decisions
at the beginning, he observed. It was later replaced by the
design of the product, which has now been taken over by
the story of the product and even that of the designer. Mr
Hamaguchi therefore called for ways of connecting the
function, the design and the story to increase the appeal of
(open) design for the stakeholders and the general public.
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Mr Hamaguchi’s advocacy of open-mindedness in design
was shared by Tim Yip, the award-winning costume designer
and film art director from Hong Kong, though with a different
focus. Whereas Mr Hamaguchi was more concerned about
the articulation and implementation of creativity, Mr Yip

Summary of Keynote Speeches



016

CUMULUS HONG KONG 2016

tended to focus on a self-inquiry of the origin of things for

the cultivation of an open mind. In his inquiry for the origins

of his cultural identity, Mr Yip was greatly impressed by the
relativism of the Chinese/Eastern culture, as illustrated by

the design of a Chinese courtyard, for example. For him, the
scenery of a well-designed Chinese courtyard is dynamic,
rather than static, because it changes as the visitor walks

and arrives at different locations. Sometimes there is even
‘scenery within scenery’, as the Chinese saying goes. The
allocation of courtyard space also illustrates the co-existence
of two parallel worlds, i.e. one of existence (occupied by built
structures or horticulture) and non-existence (emptiness). He
was thus inspired to conclude that designers should go beyond
the surface, open up the superficial layers and examine the
origin of things. A good grasp of the essence or fundamentals
would enable the designer to become more flexible and
adaptive in practice, free from the constraints of the form

and without losing sight of what is important and what not.

Similarly, Hong Kong-born architect, interior and product
designer Steve Leung drew inspirations for his projects from
traditional Chinese aesthetics and philosophy. He shared
a number of projects in Hong Kong and around the world
to illustrate his open embrace of tradition and modernity,
as well as the Chinese and Western cultures. Specifically,
four themes were discussed in his keynote speech: (1)
integrity and selflessness (as symbolised by the hollow
stalk and resilient texture of the bamboo), (2) moderation
(optimal balance and stability), (3) peace (tranquillity) and
(4) harmony (along with a generous tolerance of diversity).
These are all basic values of Chinese culture that have

transcended the social evolution over the millennia.

Coincidentally, the quest for the basic essence was also

echoed by Dr Clemens Thornquist from the University of

Boras, Sweden, who spoke from the academic or pedagogical
perspective. He emphasised the important role of basic
research by discussing three major challenges in design
education: (1) the dominant focus on applied issues in art and
design; (2) the anxious relationship between design and science;
and (3) the epistemological challenge of design and aesthetics.

To overcome these challenges, Dr Thornquist called

for serious questioning of the conventional categories

and definitions, enabled and empowered by a thorough
understanding of design. Using textiles as an example, he
said it is important to ask basic questions such as ‘what is
a garment?’ and explore new answers with experiments.
This is the basic but essential research that should not be
confined to the freshmen/foundation year at design schools.
It should be sustained throughout the duration of study, not
only for students, but also for teachers and researchers.

In addition, an emphasis on techniques, both acquiring
traditional skills and developing new ones, will help bridge
the gap between design and science, which can be
defined as the intellectual and practical activity to study
the structure and behaviour of the natural and physical
world. Empirical work will help designers develop new
and multiple perspectives of addressing the same issue.
Finally, Dr Thornquist reminded the audience of the
importance of discovery, rather than the justification, of



design. The process, he believes, is ‘completely relevant’ to
empirical thinking and opening up theoretical possibilities
in the study of artefacts. This is a new kind of aesthetics,

or what he called ‘the metaphysics of art and design’.

At a time when information technology and artificial

intelligence are taking over human jobs, including creative

ones, Professor Wang Min of the Central Academy of Fine

Arts (CAFA) in China suggested a re-definition of the value of
design as a driving force of innovation. Indeed, this has been
increasingly recognised across the world, from global business
heavyweights such as IBM that are recruiting more designers
than ever, to the education policy-makers in China and
Singapore who are introducing design thinking in the elementary
and secondary curricula. Professor Wang thus called for a
curriculum reform at design schools that emphasises more

on strategic thinking and the relevant skills. He said design
education nowadays should offer a contextual inquiry into the
relationship among design, business and technology. Design
education should also nurture empathy in students, or the
ability to understand human needs and to become socially
responsible individuals. Quoting former IBM chief executive
Thomas J Watson Jr’s famous tagline, ‘Good design is good
business’, Professor Wang added that good design also creates
cultural values and connects people with art and technology.

History has never witnessed such an overwhelming dominance
of technology in human life. Over the past decades, technology
has not only revolutionised how people learn and work, but
also changed their lifestyle, behaviour and way of thinking.

As ageing becomes a pressing global issue, technology
is also extending its reach to support those who lose their
autonomy or mobility as a result of age and disease.

However, internationally renowned designer and gerontologist,
Dr Patricia Moore, reminded us of the irreplaceable leading
role of design in empowering the aged and disadvantaged.
When age and ailing health are depriving people of the ability
and independence to manage the environment around them,
design can step in and make a difference. ‘The time has come
for design to be diplomatic, powerful, [and] an ambassador
for change,” she said. ‘Only design can be holistic and
humanistic. Only design has the sensibility to define lives.’
Empathy and inclusivity, which, Dr Moore believes, are now
pivotal to human survival, can be achieved through design
rather than technology. This is because the creativity, flexibility
and ingenuity of design can empower people, regardless of
their age, gender, nationality and physical conditions, with
autonomy, accessibility (both in physical and financial terms)
and equal opportunity to pursue the quality of life required for
managing the present, as well as the uncertainties of the future.
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But she cautioned that design is not the answer to the ageing
issue. Design is just better positioned to offer help than
technology. The qualifying criteria of the best design, according
to Dr Moore, are: (1) accessibility, (2) mobility, (3) usability and (4)
affordability. These four attributes are essential to empower the
people for which the design is developed. To achieve all these,
empathy is imperative. ‘Without empathy, we stand no chance.
We certainly won'’t thrive. And we won't survive,” she concluded.

Summary of Keynote Speeches
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Call for Papers and Formats

The Cumulus Hong Kong Conference accepted not only research
papers as academic contributions, but also artefacts, fashion
collections, movies/videos and workshops, which were presented
in the Open Design Exhibition, Movie Screening and Open Design
Academic Workshops to stimulate discussions and interactions.
They were submitted in response to the open design debate and

the six-tracks of the conference.

Final submission formats include:

Full papers were limited to 6,000 words presenting original,
unpublished ideas or research. Paper presentations were held
at the conference grouped according to the six tracks. Each
author had 20-30 minutes for presentation, followed by a Q&A
session.

Short papers were limited to 3,000 words on on-going projects
that were open for discussion. Paper presentations were held

at the conference grouped according to the six tracks. Each
author was given 10-20 minutes for presentation, followed by a
Q&A session.

Artefact - product or artwork proposals were no more than
1,500 words on open design projects with a thematic statement
of artwork, images, sketches or drafts, links to video docu-
mentation online and technical and logistical requirements for
display. Artefacts were showcased at the curated Open Design
Exhibition throughout the conference in the forms of actual
works, models, prototypes and artworks.

Fashion collection proposals were no more than 1,500
words on open design projects with description of the fashion
collections, images, sketches or drafts, links to video docu-
mentation online and technical and logistical requirements for
display. Fashion pieces were showcased with other artefacts at
the curated Open Design Exhibition throughout the conference.

Movie/video proposals were no more than 1,500 words on
open design projects with movie/video title, project description,
duration, links to video documentation online, technical and
logistical requirements, preference and specific way of showing.
Movies/videos were showcased in the Open Design Movie
Screening sessions with each author presenting their works
after screening and discussions at the end of the sessions.

Workshop proposals were 1,500 words or less describing
interactive sessions that encouraged active participation in open
design. Selected workshop proposals, each 2-3 hours long,
were organised by proposal authors during the conference.
Other conference attendees were encouraged to join the design
activities.



Six Open Design Tracks

Six tracks starting with an ‘E’ in response to latest design research and
education discussions were co-developed with our international academic
partners. A worldwide open call for submissions on these tracks was made.

The result was overwhelming. In the abstract submission stage, we received
338 submissions from 43 countries. The average acceptance rate for the
conference was at 53%. A total of 366 reviewers were on board to assist the

two stages of the double-blind review process.

Open Design For Education

Chaired by Professor Sally Wade

(Sheffield Hallam University, UK)

Co-chaired by Professor Rachel Troye (The Oslo School of
Architecture and Design, Norway), Bente Irminger and Linda
Lien (Bergen Academy of Art and Design, Norway)

Design thinking is increasingly applied to different contexts and
business models beyond its traditional arena. As a result, de-
signers are expected to identify solutions for complex problems,
which extend beyond the artefact or service and require new
knowledge, skills sets, and understanding.

Creating innovative solutions not only for today’s society but
also future generations is a global challenge. Designers are
faced with more opportunities than ever before. This conference
track examines the impact on future design education and asks
the following questions:

What is the nature and scope of design education in order to
prepare students for the ethical, political, socio-economic deci-
sions they will be confronted with?

How do we educate designers to engage citizens in co-creation
and participatory design initiatives?

What is the role of the academia in meeting societal expecta-
tions and global challenges?

Open Design For Empathy

Chaired by Professor Lorraine Gamman

(Central Saint Martins, University of the Arts London, UK)
Co-chaired by Professor Cai Jun (Tsinghua University, China),
Roger Bateman & Dr Claire Craig (Sheffield Hallam University,
UK) and Niels Hendriks (LUCA School of Arts, Belgium)
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The ‘Empathy Deficit’ (Obama 2006) refers to a social divide
derived caused by the failure to recognise and celebrate
empathy as an essential mental habit that should inform human
action. Over the years, designers have significantly benefited
from introducing empathy into their research processes. Design
‘WITH’ empathy has helped define real but unexpressed and
unmet needs. Yet the role of designers can be separated

from the so-called mysterious-to-them users. As open design
encourages more citizens and non-designers to embrace
innovation, design ‘FOR’ empathy may have new value beyond
consumerism and individualism to promote empathetic
understanding among diverse sectors of society. Can empa-
thetic ‘things’ (the socio-material interactions surrounding the
processes and products of design) help find new ways to bring
diverse or conflicted parties to better understand the perspec-
tives of the ‘other’? This track will explore empathy and how
design FOR empathy might contribute to social change.

Six Open Design Tracks
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Open Design For Engagement

Chaired by Professor Adam Thorpe

(Central Saint Martins, University of the Arts London, UK)
Co-chaired by Professor Leon Cruickshank (Lancaster
University, UK), Virginia Tassinari (LUCA School of Arts,
Belgium), Dr Yanki Lee (Hong Kong Design Institute, Hong Kong
SAR) and Dr Francesca Valsecchi (Tongji University, China)

The novelty, diversity and complexity of current social challeng-
es and the contexts in which they are situated demands similar
diversity of interventions to address them. Multiple and diverse
proposals are most readily generated via the involvement of
many different people, with many different perspectives and
resources, contributing to the process of innovation. These

are the tenets of ‘open innovation’ — that by ‘opening up’ the
innovation process — the process of coming up with, implement-
ing and exploiting new ideas — we can increase the diversity of,
and capacity for, innovation within a (eco)system. To ‘open up’
the innovation process to a diversity of actors — to democratise
design innovation — a diversity of people must encounter the
design process such that they can engage with and contribute
to it. This track aims to explore these early stages within the col-
laborative innovation journey. Enquiring into the strategies that
are applied to support the assembly and formation of publics,
from which design coalitions may precipitate. We ask ‘What
are the methods, tools and approaches that favour encounter
and foster engagement — and ultimately participation - in ‘open
processes of collaborative enquiry, visioning and production?’
From living labs to design performances - we are interested in
the platforms and practices that ‘stage’ these encounters and
engagements. We also welcome the sharing of examples, as
well as reflections and theories as to what works in what con-
texts - how, why and for whom.

Open Design For Environment

Chaired by Professor Mathilda Tham

(Linnaeus University, Sweden)

Co-chaired by Susan Evans (Tongji University, China) and
Dr Henry Mansah (The Oslo School of Architecture and
Design, Norway)

The alarming environmental predicament provokes gigantic
challenges for design, and also presents opportunities for new
design practices.

To date the sustainability discourse has been focused on solu-
tions in the technological or at least material remit. Yet, it is clear
that the magnitude and complexity of challenges also require
attention to both resistance to change and resources for change
that may sit within the individual and communal emotional remit.

Realising future of sustainability poses challenges that are
increasingly more complex, therefore requiring trans-disciplinary
work and holistic and systemic design approaches. The design-
er is tasked to re-consider design practices, and think about the
integration of new approaches. How can designers plan for and
assess their success in meeting these goals? What frameworks,
methods and tools can design adopt and evolve? How can
designers engage in and host trans-disciplinary collaborations
and participatory design? What skills must designers develop to
embrace and harness design towards sustainability?

We are hoping for a diverse range of research endeavours that
also engage keenly with previous efforts, future challenges, and
show empathy to a wide range of stakeholders. Projects may be
local and small, but should discuss how they relate to a bigger
world.



Open Design For Ethnography

Chaired by Dr Francis Mdller & Franziska Nyffenegger

(Zurich University of the Arts, Switzerland)

Co-chaired by Dr Zhao Chao (Tsinghua University, China) and
Albert Tsang (Hong Kong Design Institute, Hong Kong SAR)

The role of ethnography in design has shifted from designers
being informed of the ‘users’ in real-life settings by ethnogra-
phers to designers now being the ethnographers themselves,
mixing the real and here with future intervention. Ethnographic
methodology also changed from merely informing design to
providing critical elements to the practices, especially the
process. This encounter is also mutual, because ethnography
gains new forms and possibilities as it is employed designerly.
The freedom and experimental propensity in design research
do reciprocate to the methodology itself. What does it mean by
now for ethnographic design research? What will be the impact
for this if design and production are further opened?

Open Design For Experiment

Chaired by Professor Maria Hellstrém Reimer

(K3, Malmo University, Sweden)

Co-chaired by Dr Liesbeth Huybrechts (University of Hasselt,
Belgium), Professor Andrew Morrison (The Oslo School of
Architecture and Design, Norway), Ann Merete Ohrt, Dr.

Jacob Bang, Dr. Kirsten Marie Raahauge and Dr. Troels Degn
Johansson (The Royal Danish Academy of Fine Arts, Schools of
Architecture, Design and Conservation, Denmark)

Practices of experimentation are of particular importance to
contemporary design research, be it orientated towards social,
cultural, and organisational contexts of meaning, towards
manufacturing and the industry, or towards form and artistic
practice. As a tentative play with contingent fields of forces,
experimentation also presents important speculative and differ-
entiating potentials. In this framework of experimentation, errors
tend to pop up in the concrete design process, understood

as something uncontrolled that happens to the material in the
process of forming it in some intended way. This being the case
also in other disciplines, the interest here focuses on the effect
of errors when working concretely with form, materiality and
space. Sometimes errors have unproductive effects, but it might
also lead to productive results. Actualising both potentials and
risks, the track will address whether errors can be embraced
via experimentation within design practice and design research.
This call for abstracts is about practices of experimentation in
design processes, and how to deal with errors in this practice.
We especially encourage critical explorations of the concepts of
error and experimentation, and of the role these elements play
in design processes as obstructions as well as openings toward
new knowledge and objects.
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Open Design For

EDUCATION

The Education track was extremely popular with over 100 submissions. The submitted
proposals were rigorously reviewed and due to the scale of submission, those selected
were of a particularly high standard. They led to five dedicated sessions at the conference,
exploring a wide range of pedagogic practice. Research themes ranged from the use
of technology in teaching and learning, interdisciplinary practices, collaborative learning
to the future of creative pedagogies. In all there were 22 papers presented. The quality
of the discussion between the audience and at panel at each session was engaging,
informed and supportive, extending networks around specific research interests.

Professor Sally Wade, Sheffield Hallam University, UK;
Professor Rachel K.B. Troye, Oslo School of Architecture and Design (AHO), Norway;
Bente Irminger & Linda Lien, Faculty of Fine Art, Music and Design at University of Bergen, Norway



A study of the multi generational relationship with making
through mediated designing in collaborative, digital environments:
implications for learning and open access fabrication

Samantha Vettese, Paul Thompson, Denise Allan

Edinburgh Napier University, Edinburgh, United Kingdom

s.forster@napier.ac.uk, p.thompson@napier.ac.uk, weereplicators@gmail.com

ABSTRACT

In this paper, the researchers investigate the various ways in which
school-aged, ‘Net Generation’ children learn in non-linear, medi-
ated, collaborative ‘making’ environments enabled by online com-
munities of citizen practitioners and maker groups. In addition, the
study investigates these learning methods in relation to children’s
future attitudes to formal education and their engagement with
open access digital fabrication facilities.

The research draws on primary data obtained from the observa-
tion and analysis of children who attend three-dimensional (3D)
printing clubs hosted by one of the authors. These clubs target at
children who have just begun formal school education, from the
age of six. The clubs are informal and relaxed, allowing a great
deal of creative freedom. Thus, the children can be observed in
as natural a state as possible. They have access to 3D printers,
computer-aided design software and 3D printing pens to explore
various technological and design processes. They can choose to
work together or alone, and participate in group discussion in an
unforced way. The clubs are regular, weekly events, ensuring that
the excitement elicited by access to these novel tools does not
alter the children’s natural behaviour and obscure the implications
of such behaviour for learning and openaccess fabrication.

The research concludes with an analysis of the educational ben-
efits of shared design practices and digital fabrication and their
unique potential as tools for progressive education in the learning
spaces of the future.

keywords

Digital fabrication, communities, learning and engagement

INTRODUCTION

This paper presents emergent research investigating the different
ways in which school age, 'generation net' children learn, through
non-linear, mediated, collaborative ‘making’ environments, ena-
bled by online communities of ‘citizen practitioners' (Schon, 1983)
and maker groups. In addition to this, the study investigates these
learning methods in relation to children’s future attitudes to formal
education and their engagement with open access digital fabrica-
tion facilities. This study is based on several concurrent research
projects that are being undertaken at Edinburgh Napier University.
They include 'leisure' as a basis for learning and engagement;
what we can learn from children and their interaction with digital
craft; online communities' influence on the physical learning
environment and the tangible outputs; what this could mean for
an open access, digital fabrication facility based in a university
campus and finally, how this might impact learning and teaching in
Higher Education in the future.
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Digital Making and Learning

Making is known to be a pleasurable experience. According to
Dissanayake (1995) ‘there is something important, even urgent, to
be said about the sheer enjoyment of making something exist that
didn’t exist before, of using one’s own agency, dexterity, feelings
and judgement to mould, form, touch, hold and craft physical
materials, apart from anticipating the fact of its eventual beauty,
uniqueness or usefulness.” Ingold (2004) states that 'craft is a
perspective that acknowledges that building and making con-
stitute a material way of knowing, learning and acting within the
world. Knowledge comes not just in the planning but in the doing.
The material presents a particular set of options and the crafter
responds and back and forth it goes.' The process and technique
of craft and the 'unity of head and hand' 'establish a repertoire of
learned gestures. The gestures can be further refined or revised
within the rhythmic process that occurs in, and sustains, practic-
ing. Prehension presides over each technical step, and each step
is full of ethical implications.' (Sennett, 2008 : 178)

The concept of making and craft as 'leisure' with embedded
opportunities for self reflection and learning, stem from the Greek
definition of 'schole’, meaning both 'leisure' and developing into

the contemporary word 'school'. The pure definition of schole, ac-
cording to Klieber (1999 : 1), 'reflects a freedom from obligation and
attention to the refinement of human character.' This is mirrored by
Scruton who said 'leisure is not the cessation of work but work of
another kind, work restored to its human meaning, as a celebration
and a festival.' (1998 : 14) Schole has developed into 'alternative’
educational systems, including Waldorf-Steiner, who place em-
phasis on 'the importance of the sensory system, imagination and
refinement of sensibilities' over 'generic thinking skills interventions /
programmes'. (Oberski, 2006 : 336)

The idea that education should be more experiential and connected
to real world objects is originally attributed to John Dewey but also
to many other scholars and innovators. (Deway, 1902; Freudenhal,
1973; Frobel and Hailmann, 1901; Montessori, 1964 and Friere (1974)
introduced the idea of culturally meaningful curriculum construction,
in which designers get inspiration from the local culture toward cre-
ating 'generative themes' with members of these cultures. Therefore,
students' projects should be deeply connected with meaningful
problems, either at a personal or community level, and designing
solutions to those problems would become both educational and
empowering. (Blikstein, 2008)

Digital making, particularly 3D printing, engage the maker in a num-
ber of ways that differ from 'pure' hand craft or that which has been
uniformly ‘manufactured’ by machine. (Rotman, 2013) Pye (1968 : 4)
defines 'the workmanship of risk' as 'workmanship using any kind
of technique or apparatus, in which the quality of the result is not
predetermined'. The 'workmanship of certainty' is that 'always to
be found in quantity production. The quality of the result is always
predetermined before a single saleable thing is made.' It could be
argued that 3D printing combines the best attributes of risk and
certainty. According to Gershenfeld (2012 : 57-58) digital fabrication
desegregates 'hard and software and physical science from com-
puter science. The core theme of our research on digital fabrication
is not about computers controlling tools, but about the computer
itself as a tool. And it’s not about programs describing things, but
about things actually becoming programs — about putting codes
into material.'

Online Communities and Engagement

In addition to this, the computer has become more than com-
monplace, as Marc Prensky identifies 'the arrival and rapid
dissemination of digital technology in the last decades of the 20th
century” (Prensky, 2001"' 1-6) was in fact a 'singularity’ — an event
which changes things so fundamentally that there is absolutely
no going back” (Prensky, 2001"' 1-6). This can also be described
as the 'birth of the digital native — humans born into a digital age
and speaking digital language natively, as opposed to ‘digital
immigrants’ who, born into the analogue age, have learned the
language and speak it with an accent, whilst conceptually contin-
uing to think in analogue'. (Thompson, 2014 after Prensky 2001)
Combining the positive aspects of making and digital connectivity
is 'digital craft', including 3D printing technologies. These have the
ability to ‘retain the soul of the material and the skill of the human
hand, while also benefitting from the precision, efficiency and
increasingly unrestricted structural parameters of digital design
and fabrication’. (Johnstone, 2015)

Brand Identity Prism
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Figure 1. Kapferer, 1997

The emergence and adoption of Social Networking reflects a ma-
turing ‘digital culture’ (Deuze, 2006) and greater connectiveness
between producers and consumers of cultural behaviours (Bolter
and Grusin, 2000) that provide clear indicators of digital adoption
within communities towards new e-cultural nodes of engagement.
(Pengelly and Thompson, 2014) People from widely dispersed
locations have been able to create new networks through interac-
tive media, linking individuals in a way which ‘transcend time and
space’ through flexible diffusion structures (Bandura, 2001). The
individual is afforded a voice within the social grouping, a phe-
nomenon which, Van House (2007) suggests offers greater levels
of self-expression reflecting the individual’s unique point of view,
creativity and aesthetic sense. Davies (2006) identifies that such
networks form an ‘affinity space’. These have afforded and pro-
moted new forms of collaboration and participation across both
mixed and specialist social groups. Collaborative spaces; in which
expanded conceptions of peer-to-peer learning and engagement,
over time and distance through mediated learning and sharing are
engendered. (Pengelly and Thompson, 2014) In this way, the pro-
ject's concept mirrors structures within Kapferer's Brand |dentity
Prism, where the made object, externalised and internalised ideas,
values and culture, merge as an extended whole.



Consequently we may, based upon the work of Thompson and
others, posit ‘An Online Maker’s Identity Prism’

Figure 2. Thompson 2016 after Kapferer

It is to this model we can bring conceptions of Wenger and
Snyder’s ‘Communities of Practice’, ‘groups of people informal-
ly bound together by shared expertise and passion for a joint
enterprise’(Wenger and Snyder 2000), who predicted the future
ubiquity of these groups which are implicit in the online commu-
nities of makers discussed here. Li suggests that in the context
of second language learning: ‘online virtual communities formed
through common interests of participants from both L1 and L2
backgrounds (e.g., chat rooms, fan clubs, social networking, and
video gaming sites) provide not only safe and productive space for
second language learning but also opportunities for social learn-
ing that is often lacking in a regular teacher-centered classroom.’
(Li 2012)

A position also adopted by Leppisaari and Lee who identify that
“Social software, like Web 2.0 enables students to collaborate
through computermediated communication and to form learning
communities in which they construct and share knowledge.”(Lep-
pisaari and Lee 2012). Consequently, we may begin to adopt a
similar position in developing the language of young learners in
mediated designing through collaborative, digital communities.

Children and Digital Technologies

This research draws upon primary sources including the observa-
tion and analysis of children who attend 3D printing clubs hosted
by one of the authors. These clubs are aimed at children just start-
ing their formal school education, from the age of six. The clubs
are informal and relaxed to allow a great deal of creative freedom.
The children can be observed in as natural a state as possible.
They have access to 3D printers, CAD software and 3D printing
pens to allow them to explore the technology and design process
in different ways. They can choose to work together or alone, and
can participate in the group discussion in an unforced way. The
clubs are regular, weekly events to ensure that the excitement and
novelty of the access to these tools does not overshadow natural
behaviours and obscure what can be learned about the implica-
tions for learning and open access fabrication. At this time, the
researchers are also looking at online 'making' clubs and commu-
nities. These communities, which include people of all ages and

backgrounds from across the world, provide an unencountered
environment in which children can learn, consume and actively
contribute. (Jenkins et al., 2013). The children of today’s gener-
ation are ‘digital natives’(Prensky, 2011). This nativity means that
they belong to the community of the world, perhaps even more so
than the communities in their physical locale.

Subscriptions to communities such as Minecraft offer children the
opportunity to construct fictional realities in which they can make
“real” decisions, experience life like failures and build relationships
with real people. All of which, allow children to practice at life and
overcome the “first pancake dilemmma” a common idiom explored
by the psychologist, Tory Wilcox (2008) to explain that like life, one
can only create the perfect pancake with practice and preparation.

Despite the mass media commentary on the isolation of children
who no longer go outside but instead stay in their rooms on their
computers, these online communities allow children to interact with
their friends from their immediate geographical proximity as well as
children from across the world (Blackwell, L. et al., 2016). Li (2016)
comments that a wide and varied social interaction such as this,
provides children with information, ideas and opinions from different
cultures, all of which contribute to the child’s development into a
well-rounded, empathetic and world-savvy digital citizen, both on
and offline. This type of learning cannot be taught in a traditional
classroom setting but can only be learned by experience. There-
fore, despite children’s behaviour not meeting the expectations of
a nostalgic, 'digital immigrant', these online social interactions may
be more valuable and beneficial that any interaction that could be
experienced in the park playing football.

025

Despite the abundance of information in addition to the learning
and social opportunities available online, certain things cannot yet
be taught, learned or achieved there, as well as they could be in a
child’s physical reality. These include the digital making of physical
items created by 3D printers, laser cutters or CNC machines. There
are some companies who offer these making opportunities as ser-
vices, including 3D hubs, who claim that if you have a 3D file, you
can upload it and it will be 3D printed and delivered to you within
48hrs. (3D hubs, 2016). However, few, if any of these services are
aimed at children and most lack the learning stage that leads up to
the creation of the necessary 3D file.

Maker spaces, groups and hacklabs, although primarily aimed at
adults, are beginning to invite children to explore and experiment.
As Dougherty (2014) explains, parents who attended Maker Fairs,
noticed how their children liked to play with and use tools to tinker.
He says that, “we need adults to facilitate ...and create maker
spaces in their communities that are accessible to all children.”
Once children see themselves as learners who have good ideas
and can transform these ideas into reality they become empow-
ered and passionate lifelong learners.

Open access digital fabrication facilities appear to adhere to this

by providing creative spaces, collaboration and creative problem
solving, while traditional school models emphasise uniformity and
predictability. Perhaps formal education institutions need restruc-
ture their methods or at least recalibrate their goal setting and ex-
pectations to allow room for exploration and experimentation, which
may offer far richer learning opportunities. By welcoming

Education - Full Paper



026

CUMULUS HONG KONG 2016

online communities and encouraging the creation of child ac-
cessible maker spaces and groups in all local communities, the
implications for technology, in the context of making and learning,
expand far beyond parental concern of physical social isolation and
computer dependencies. It replaces the concept of technology as
an artefact or function with the ideas of what it might facilitate on a
personal and social scale. (Mizen, 2001)

Digital Making and Ownership

The way that information and designs are shared, in the context

of digital fabrication, online communities and clubs, at this time,
appear to be challenging ‘rules' of manufacturing and intellectual
property protection. The digital 'revolution' can be shown to be
hugely influenced by an ‘innovation ecology based on the combina-
tion of an open source approach and low cost fabrication employed
in unforeseen applications'. (Troxler and Wolf, 2010 : 5) In addition
to this, the way that children experience the ease of online making,
redesigning, downloading, viewing and personalization of others'
designs, with Minecraft, Scrap Mechanic and Vloggers like Stampy
makes 'ownership' of visual outputs, patents and 'intellectual prop-
erty' seem extraneous and outdated.

Gershenfeld (2005) pointed out that files of digital fabrication de-
signs can be sold in the same way [as MP3 music files and apps]
catering to specialized interests that would not support mass
manufacturing. Von Hippel's earlier research (2005) stated that
the empirical finding that users often freely reveal their innovations
has been a major surprise to innovation researchers. According to
Chesborough (2006) the major issue is the absence of a business
model built around intellectual property rights [in open source,
digital fabrication and the Fab Lab culture]. The open source
movement has fundamentally questioned traditional beliefs in

the very notion of intellectual property (Boldrin and Levine, 2008)
Outcomes of Troxel and Wolf's research (2010) showed that Busi-
ness users tend to doubt the validity of open source approaches
but are not inclined to similarly scrutinize the traditional closed IP
route. Instead of trying to restrict access, Gershenfeld showed
that 'flourishing software businesses have sprung up that freely
share their source codes and are compensated for the services
they provide. The spread of digital fabrication tools is now leading
to a corresponding practice for open-source hardware'. (2012 :55)

Open Access Digital Fabrication

The first 'Fab Lab' was created by Professor Neil Gershenfeld at
the Massachusetts Institute of Technology in his 'Center for Bits
and Atoms' in 2003, then three $50,000 Fab Lab 'kits' were taken
out into several urban communities. (Gershenfeld, 2005) He said of
their inception 'the advent of Fabrication Laboratories (Fab Labs)
opens up the possibilities for engaging in the production of these
technologies directly, making equipment and materials for such
digital fabrication available beyond the borders of a few highly
specialized companies and research institutions and putting them
into the hands of the general public. In doing so, it is hoped that a
widespread, diverse and personally relevant creation and use of
technology can be fostered'. (Gershenfeld, 2012 : 54) 'Comprised
under the name of 'digital fabrication', they [the public] create mate-
rial objects from digital files and together with consumable materials

they form an infrastructure to 'make (almost) anything' (Gershenfeld,
2012 :57). 'Fab Labs form part of a larger 'maker movement' of high
tech do-it-yourselfers, who are democratizing access to the modern
means to make things.' (Gershenfeld, 2012 : 48) Posch and Fitz-
patrick (2012 : 497) added that Fab Labs are mostly peer-to-peer
based and building on the ideas or interests people bring to the lab.

Research into the learning experiences of Fab Lab users, whether
they are experts, students in higher education, school children, en-
thusiasts or museum visitors, has been ongoing since their incep-
tion. Their expansion, not only into formal learning institutions, but
also meeting places that encourage informal learning is significant.
This has been made possible within the last few years because the
capabilities of digital fabrication tools have been increasing as their
cost decreases, making certain models available to individuals or
small communities. Accompanying this, there is increasing interest
in providing access to digital fabrication technologies in educational
contexts, for example through libraries, museum and in schools
(Posch et al, 2010; Eisenberg and Buechley, 2008).

As Posch and Fitzpatrick highlighted, the structure of the Fab Labs
which allows a more 'informal’ route to learning, has led to interest-
ing outcomes. Blikstein (2012 : 5) said 'the chameleon-esqueadap-
tivity, which is embedded in technology, permits the acknowledge-
ment and embracing of different learning styles and epistemologies,
engendering a convivial environment in which students can
concretize their ideas and projects with intense personal engage-
ment. There is rarely a fixed curriculum. Children use technology to
build projects, and teachers act as facilitators of the process'. Work-
shops within Fab Labs have no specific structure and can resemble
something akin to the unstructured, self-organised, hobby-led play
found in school recess periods. According to Posch et al (2010 :
257) Fab Labs provide accessibility to modern means of inventions
and are an important part of exploring concepts relevant for future
developments and emerging fields of technological literacy.

Dlodlu and Beyers's research (2009 :41) concentrated on the rela-
tionship between secondary school aged girls and their engage-
ment with engineering technology through their interaction with Fab
Labs but the implications of their research has further implications.
They said, 'although progress has been made in increasing the
numbers of girls entering the SET pipeline, the great divide between
girls and engineering remains due to a lack of familiarity with the
nature and possibilities of engineering and engineering technology.
When choosing a career in scientific fields, girls tend to gravitate
towards professions that help humanity; thus fields of health and
medicine are widely chosen by women.' Their research concluded
that it indicated 'that exposure to a rapid prototyping environment
is an approach that is effective in producing learners with a new
curricular approach. (47)

Posch et al's research (2010), looked at participative creation and
engagement when a Fab Lab was set up within an exhibition space
in a museum which 'focused on providing an open and easy for
every visitor accessible design and fabrication space focusing

on identified key elements like creative prototyping and shared
creativity within the range of the realized integrative system'. (254)
Their study added to the discussion in that it investigated how the
displayed, digitally made object affected the learning experience.
They said, 'a big motivation to get active for children and people in
general is seeing things they particularly like or by the prospect of



becoming a leading example themselves. Objects resulting from
amateur spirit and personal motivation are thus displayed next to
professional examples from various application fields framing cur-
rent technological developments in the context of artistic, scientific
and social developments. A gallery displaying physical and virtual
objects thus is a great opportunity for participants to display their
creations but also as an entry point to discuss future potential of
fabrication technologies and raising interest among a broad range
of passing visitors. (255)

Results of Prior Fieldwork

This research builds on several projects and the pertinent field-
work undertaken by the authors, includes findings from Vettese

et al's AHRC project, where 3D printers were set up in a herit-

age environment to observe visitors' engagement and learning;
Thompson's work with an international, socially mediated commu-
nity of printmakers and preliminary observations from Allan's Wee
Replicators 3D printing kids clubs.

The project by Vettese et al (2014) examined whether the attrib-
utes of 3D printing, which allow an element of direct personalisa-
tion in the making of souvenir artefacts, are firstly, more successful
in creating memories of place and experience that are authentic to
the visitor and secondly, whether visitors can be engaged more in
the creation of meaning and interpretation through a creative pro-
cess. The research team undertook a pilot study, funded by the
Arts and Humanities Research Council in collaboration with His-
toric Scotland, in Stirling Castle in July 2014, producing 3D printed
souvenirs in situ. The researchers then used structured interviews
and ethnographic observations to capture the public reaction to
having the artefacts and souvenirs printed out for them as part

of their tourist ‘visiting’ and ‘souvenir buying’ experience and to
capture their interest in personalisation. The different motivations
for purchasing souvenirs and the ways in which they consumed
souvenirs also became apparent.

Generally, the concept, processes, exhibit and souvenirs had a
positive response from the visitors and participants. The way that
3D printing allows for individual, on the spot production of sou-
venirs also gave a special quality to the memento, meaning that
each souvenir was completely unique. It had been made for each
visitor at that moment in time, witnessed by them which seemed
to give the small talisman even more meaning. One researcher
observed that the value that even sceptical visitors felt was clear
from their comments overheard when they walked away, with one
saying ‘this is your very own 3D printed unicorn, printed today

at Stirling Castle, hardly anyone else in the world will have one

of these’. Unlike previous research (Go, Lee and Russo, 2003;
LaSusa 2007) suggested that the mass production of souvenirs
led to a detachment of the visitor from the heritage experience, 3D
printing allows for a mass produced but personalised experience
that increases the subjective authenticity (Torabian and Arai,
2013) of the produced souvenir. This in turn has implications for
the notions of authenticity, the associations and connections to
souvenirs as physical objects associated with specific places

and their functions as memory holders. The findings suggest that
the consumer experience with the souvenir could be enhanced
through the use of innovative technologies (Neuhofer et al., 2012)
but the aspects of cost, feel and look of the final souvenir, in addi-

tion to the context were important dimensions in the consideration
of value and desirability of the 3D printed souvenir. 3D printed, in
situ souvenir production offered the visitors a human — product
interaction with an aesthetic experience (Crouch and Desforges,
2003), an emotional experience and an experience of making
personal, ‘authentic’ meaning (Collins-Kreiner and Zins, 2011).
The process of in situ 3D printing also expands our consumption
of heritage environments as creative (Richards and Wilson, 2006)
and performative (Mansfeldt, Vestager, and Iversen, 2008) and
multisensory tourism experiences. The successes of the model
reflects Desmet and Hekkert (2007 : 57)’s research into products
with ‘experiential impact’ which have ‘the capacity to delight our
sensory modalities, assign personality and expressive charac-
teristics to a product and, through interaction, the user is able to
assess the symbolic and symbolic significance of them.’

Thompson'’s work (2010 — 2014) amongst an international, socially
mediated, community of print maker/practitioners found a general
excitement in connection with the opportunities digital technol-
ogy offers for experimentation, innovation and the dynamism in
digital working processes. One respondent summed this up “l am
inspired by the many innovative and varied applications of digital
media”. (Respondent-17 2011). Another respondent responding to
questions on the transition from traditional to digital making and
the future directions it may take led another respondent to identify
that, ‘New combinations of tactile and digital means are only just
starting. | could imagine projections combined with printed sur-
faces, digital print installations that are presented simultaneously
(collaboratively) in various locations, etc. Trans-global exchanges
are beginning also.” (Respondent-12 2011)

Subsequent questions exploring to what extent the respondents
got involved in digitally networked collaborations through the in-
ternet e.g. Inkteraction, Print Universe, Facebook etc. revealed the
use of the internet to collaborate with other makers “in Australia,
Brazil, and Cuba after a conference in Cuba with some faculty
and advanced students at Woodbury College in Los Angeles and
at [the] UNC Charlotte” (Respondent 16 2011). Whilst another
respondent said such collaborations through the internet “... raise
opportunities, it's a welcome aid for exchanging opinion, getting
help on developments, ethical issues and seeing artist’s works in
divergent countries” (Respondent-9 2011), they went on to state
that they “readily support this kind of initiative” (Ibid). Within this
context Thompson’s work as a mediated maker of print multiples
identifies that within his creative domain the sharing of images
ideas and techniques reflects a new notion of collaborative prac-
tice. In which, as Leggett (2006) identifies, the art activity moves
away from geographically installed artefacts towards definable
and mobile systems and processes. Consequently, within this
expanded, negotiated framework collaboration between maker
and audience can become a two way process or conversation as
in the expanded “digital author — reader relationships” described
by (Skains 2010)

Wee Replicators, a business run by one of the authors, Allan, ex-
hibited at a Mini Maker Fair in Edinburgh on April 10th, 2016. The
aim of this was to introduce the company, which provides access
to 3D printing, primarily to those aged 6-11.

The space was set up as a mini 3D printing club. There was a 3D
printer demonstrating the printing process, samples of things that
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Image 3. (2016) Wee Replicators 3D printing club

Image 4. (2016) Child copying the process used by the 3D printer to build a model.

had been 3D printed and three 3D printing pens, each loaded
with a different colour of filament. Visitors were encouraged to
use the 3D printing pens to personalise basic 3D printed keyrings,
which were printed in advance of the faire. A limiting aspect of 3D
printers and other fabrication tools, is the time it takes to make

an artefact. To produce a CAD file and then to 3D print it would
take a considerable amount of time for a beginner. Therefore, to
ensure that as many visitors as possible could participate and still
have a meaningful experience; the 3D printing pens were used in
conjunction with the pre-printed keyrings.

The participants, mainly children, used the pens to melt their
designs into the keyring with their chosen colour of filament. The
observations were informal, however, it was clear from the number
of participants alone that both children and adults were highly en-
gaged with this activity. The adults mainly watched the 3D printer,
looked at the 3D printed samples and asked questions. The pens
captivated the children. Children as young as three were attempt-
ing to manufacture their own keyrings. At times there were long
queues but when it grew quieter, several children came back to
watch the 3D printer and asked if they could add more to their
keyrings with the pens. Interestingly, they tried to build onto their
keyrings in the same way as they had just watched the 3D printer
building the objects. See Figures 3 and 4.

This understanding of the manufacturing process illustrates the
idea that children learn more effectively through their own natural
interaction and involvement with activities instead of adult initiated
instructional learning. (Eagle, 2012) By using 3D printing pens chil-
dren of all ages were able to take part and enjoy the activity due to
the speed at which it was possible to create something. At the age
of three, teaching mathematical concepts such as space, size and

speed is difficult, in part due to short attention span. (Rothbart et
al., 2001; Calder, 2011) However, the pens proved to be a legitimate
and engaging method to teach these ideas. Thus, the potential for
digital making as a tool for learning, including early years education
is immense and would benefit from more thorough research.

Conclusion

This research has analysed the educational benefits of shared
design practices and digital fabrication and shown how they could
be unique tools in the hands of progressive educators in the learn-
ing spaces of the future. Many of the findings will go on to inform
research strategies and initiatives within the new on-campus Fab
Lab being set up at Edinburgh Napier University. Digital making in
informal learning environments has been shown to be a positive
influence on the innovative outcomes of participants. Digital fabri-
cation allows individuals to produce tangible objects on demand,
wherever and whenever they need them. Widespread access to
these technologies appears to be challenging traditional models
for business, foreign aid and education.

The benefits of digital fabrication, particularly 3D printing, is not
completely understood by the general public, despite the rise

in the widespread popularity of Fab Labs. Commentary and
expectations can sometimes be overly positive. Gersheneld (2012
:44) commented that 'glowing articles about 3D printers read like
the stories in the 1950s that proclaimed that microwave ovens
were the future of cooking. Microwaves are convenient, but they
don't replace the rest of the kitchen.' In Posch and Fitzpatrick's
research (2012) and Allan's observations from her Wee Replicators
clubs, they found that the '3D printed results often could not stand
up to the expectations of the children. Considering time and costs
involved, we could just print out a small exemplar for each child,

all out of the same colour — white plastic. As a consequence, 3D
printing seemed to be more interesting for how it works rather
than the actual use they could make of it". (Posch and Fitzpat-
rick, 2012 : 499) These findings do not preclude open access 3D
printers being from being useful tools in intergenerational learning,
rather, the processes of 3D printed production can be researched
more fully in this context, instead of emphasising the object out-
comes, as in Forster et al's souvenir project.

The open-access aspect of Fab Labs, that brings together diverse
communities, is also worthy of further investigation. The author/
reader/maker relationship is blurred, as shown in Thompson's re-
search, leading to new outcomes and implications for future High-
er Education practices. Gershenfeld (2012 : 51) said, 'Fab Labs
seek to balance the decentralized enthusiasm of the do-it-yourself
maker movement and the mentorship that comes from doing it
together. After all, the real strength of a Fab Lab is not technical; it
is social. The innovative people that drive a knowledge economy
share a common trait : by definition, they are not good at following
rules. To be able to invent, people need to question assumptions.
They need to study and work in environments where it is safe to
do that. Advanced educational and research institutions have
room for only a few thousand of those people each. By bringing
welcoming environments to innovators wherever they are, this
digital revolution will make it possible to harness a larger fraction
of the planet's brainpower.'



Emergent research at Edinburgh Napier University is looking at
the relationship between the students, business, the public, digital
fabrication, 'teacher training', secondary and primary age chil-
dren's' learning and the relationship with the on campus Fab Lab.
Similar studies have had encouraging outcomes with Blikstein
concluding that 'digital fabrication and 'making' could be a new
and major chapter in this process of bringing powerful ideas, lit-
eracies and expressive tools to children'. (2013 : 2) 'Creative proto-
typing, shared creativity and the supportive underlying infrastruc-
ture play an essential role in the motivation of children and novice
users'. (Posch et al, 2010 : 257) From research gathered to date,
the skills all users may acquire through their interaction with the
Fab Lab include team work, research skills, communication skills,
design thinking, technical drawing skills, entrepreneurial skills,
computer skills, creativity, innovation and cooperative learning, all
in a place that is different from formal learning environments.
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ABSTRACT

‘The [collaboration] process itself can be unstable and trouble-
some’ (Dodgson et al, 2015, p.462) How can design courses
approach interdisciplinary collaboration effectively?

This paper extracts a few key insights from Mark Dodgson’s
article on ‘Collaboration and Innovation Management’ (The Oxford
Handbook of Innovation, 2015) which focuses mainly on collabo-
ration in a commercial setting. The paper proposed here identifies
empirically the similarities and differences between academic and
industrial collaboration through juxtaposing results-driven and
process-oriented approaches.

This will be followed by a comparative study of two interdiscipli-
nary student collaboration initiatives in the field of design manage-
ment. The first example, the so-called ‘Entrepreneurs Challenge’,
which was staged for several consecutive years at the University
of Hertfordshire in the UK, will be compared to the teaching of
‘Design Business and Innovation’, a curriculum component that
has been recently introduced at LASALLE College of the Arts in
Singapore. Through comparing these two undergraduate teaching
and learning initiatives the paper will assess the effectiveness of
interdisciplinary collaboration in relation to the teaching of de-
sign-business-related skills.

The discussion will concentrate on the following key questions:
1. How do design institutions manage interdisciplinary
collaborative processes?
2. How do academic design institutions measure success?
How do they manage and counteract failure?

3. Can insights and concepts in the area of design thinking and
open innovation help to foster a methodical approach to
managing interdisciplinary collaboration in an academic
context?

A list of insights will conclude the paper.

keywords

interdisciplinary collaboration, design management, innovation

INTRODUCTION

This paper discusses what we can learn from innovation manage-
ment and from open innovation principles in order to enhance the
effectiveness of interdisciplinary collaboration in design education.
The premise is that design teaching and learning is a process, and
that this process itself may be in need of innovating, if we seek to
teach design students to think beyond individual design disci-
plines. Marc Dodgson argues that 'Collaboration is the sine qua
non of [absolutely essential for] innovation management because
innovation invariably involves many and diverse contributors’
(Dodgson, 2015, p.462, author’s italics). This paper examines this
link between innovation and collaboration in pursuit of insights
which may improve teaching and learning strategies in the area of
interdisciplinary collaboration.

1. Interdisciplinary collaboration in the industry

‘Collaboration is defined as the shared commitment of resources
to the mutually agreed aims of a number of partners.’ (Dodgson,
2015, p.462) Interdisciplinary collaboration in design educa-

tion can be pursued at various levels: across courses, schools,
faculties, or institutions. In principle the difficulties and challenges
are largely the same, though they can be experienced at different
scales and complexities. The examples examined as part of this
paper focus on a particular set of circumstances that is related

to the interdisciplinary teaching of design entrepreneurial skills
within individual faculties. Teaching design entrepreneurialism and
innovation across a variety of courses requires a new methodol-
ogy as opposed to the intra-disciplinary teaching of design-spe-
cialist skills. This paper will examine to what degree insights in the
field of innovation can be deployed to organise and manage this
departure from traditional design teaching.

Interdisciplinary design teaching and open innovation

Henry Chesborough coined the term ‘Open Innovation’, and de-
scribed it as ‘a paradigm that assumes that firms can and should
use external ideas as well as internal ideas [...]" (Chesborough,
2005, p.4). He describes open innovation as a ‘business model
[that] utilizes both external and internal ideas to create value [...]’
(Chesborough, 2005, p.4). Of course we do not need a business
model to reframe the pedagogy behind design teaching, but we
may well benefit from an evaluative model. If we wish to draw from
insights in innovation studies in order to enhance the effectiveness
of interdisciplinary design teaching and learning activities, then
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we may want to see design disciplines, i.e. individual courses, as
ideas generating entities who can enhance value creation through
interdisciplinary collaboration. How this works is little understood,
since the way in which value is generated in an academic context
is often not analysed systematically. Instead the value which de-
sign courses offer is assessed only indirectly through the marking
of works created by students. However, students may generate
knowledge that is not manifest in the outcomes of their work.
What matters more is the experience that leads to the creation of
the knowledge, the interdisciplinary working process. How do we
value an experience? Module feedback and student satisfaction
surveys help little here, because the questionnaires used are hard-
ly ever specific enough to examine the effectiveness of individual
teaching and learning methods in detail.

Interdisciplinary design teaching allows not only for the sharing

of subject-specialist design skills, but also of specialism-specific
teaching and learning methods. There is a common fear amongst
design lecturers that the quality or depth in the subject-specific
knowledge that is imparted upon students may be diluted through
the introduction of interdisciplinary modules. This often leads to
the question if interdisciplinary design teaching compromises

the subject-specific skill sets which students can accumulate in
the course of their design training. There is interesting analogy
between open innovation and interdisciplinary design education.
‘In the Open Innovation model [...] it is less clear that there will

be a return to the firm’s investment.” (Chesborough, 2005, p.13)
There is a risk element involved, since the benefits of initiatives
are not perfectly clear at the outset. As much as firms may worry
about the possible lack of returns on investment, design courses
may see their curricula compromised if interdisciplinary design
teaching fails to produce the expected ‘dividends’. Given this
anxiety, it is surprising that interdisciplinary design teaching is
often approached in a hap hazardous way and without concise
methodologies that would allow for systematic process monitor-
ing. Opening courses up towards the cross-disciplinary sharing of
teaching and learning methods, much resembles the knowledge
sharing in open innovation practice. The question which this paper
seeks to resolve, is how we can draw from insights in innovation
studies in order to enhance the management of interdisciplinary
teaching and learning, and how interdisciplinary teaching and
learning can be utilized to introduce novel curriculum contents,
such as design entrepreneurialism.

As mentioned above, Chesborough introduces open innovation as
a business model. In education we refer to teaching models and
frameworks instead. In this study we need to relax the termino-
logical accuracy in order to recontextualise insights gained in the
area of innovation. With reference to an older paper which he
co-authored with Rosenbloom, Chesborough also states that ‘In
Open Innovation, the business model is the cognitive device that
focuses the evaluation of R&D projects within the firm’ (Chesbor-
ough, 2005, p.10). If we neglect the term business here, we may
speculate that open innovation principles may provide us with
models to pursue interdisciplinary collaboration methodically. In-
terdisciplinary design teaching and learning constitutes a process
that needs to be developed, at least for those institutions who are
unfamiliar with interdisciplinary design practice. Some institutions
will, of course, have encountered multi- or interdisciplinary prac-
tice in some shape or form. But the range of known and unknown

factors that impact on the effectiveness on relevant processes

is considerable, ranging from possible combinations of different
design disciplines, to the deployment of resources, time frames,
tasks etc. To assess which parametre enhance the quality of
teaching and learning and which ones are compromising, insights
need to be established through critical reflection, and through

the careful examination of processes. This is why the pursuit of
interdisciplinary design teaching and learning can, in principle, be
perceived as a research and development process.

2. Interdisciplinarity in design education
2.1. Case study 1

The so-called Entrepreneurs Challenge was an interdisciplinary
collaborative initiative that was run at the University of Hertford-
shire (UH) for a number of consecutive years. It came to an end

in 2013. In 2010 it was run as a one-week intensive engagement
whilst there were no other teaching and learning commitments

for either staff or students. Students worked in interdisciplinary
groups of eight. During one year interdisciplinary groups of eight
were asked to collaborate of groups of eight at a partner institution
in South Africa. Here the team sizes doubled. There were consid-
erations to run the initiative across two weeks instead of one in
order to enhance the level of learning. Instead, during its final year,
the initiative was run across a whole semester in parallel to sub-
ject-specific modules with only a small number of staff involved.

Disciplines included:

¢ Product Design and Engineering
e Graphic Design and lllustration

e Fashion Design

e Interior Architecture and Design
e Applied Arts

2.2. Case study 2

At LASALLE College of the Arts, the Design Business and Inno-
vation initiative was one of several so-called clusters which the
students could choose from. Here students worked in interdisci-
plinary teams of four. The cluster initiative which was launched in
2016, is part of a greater agenda to introduce interdisciplinarity and
to reframe design teaching and learning in a trans-disciplinary way.

Disciplines included:

e Product Design

e Design Communication

e Fashion Design

e Fashion and Media Industries
e Interior Design

2.3. Things which the two initiatives had in common

e A similar number and diversity of disciplines were involved.

¢ |n both institutions there were some differences in terms of and
teaching and learning methodologies between the courses
involved.

e There were similar limitations in team working experience
amongst students.



® The education level was similar:
Year 2 / Semester 2, BA (Hons) students at UH versus
Year 3 / Semester 1, BA (Hons) students at LASALLE

e Staff-student contact time was 21 hours at LASALLE, and
15-20 hours at UH

e The cultural backgrounds amongst students were similarly
diverse in both institutions, although at LASALLE students
were predominantly of South-East Asian background, whereas
students at UH were mostly of European or Middle-Eastern
background.

2.4. Things in which the two initiatives differed

e Student caliber and commitment. Students at LASALLE
appear to be more engaged and self-motivated. This may be
due to higher application ratios and due to cultural differences.

* The difference in the working morale between students of
different disciplines at LASALLE was noticeably lower than was
the discrepancy in the working morale between students of dif-
ferent disciplines at UH. It is worth noting here that the teams
at LASALLE were half the size, four students as opposed to
8/16 per team, which made the teams easier to manage.

e Student attendance was monitored diligently at LASALLE,
but not at UH.

At LASALLE lecturers could choose which ‘clusters’ they
taught. At UH there were only minor variations in the teaching
and learning contents and lecturers were grouped in teams by
management.

e UH management devised a prescriptive work book, that told
students what to do each day. Lecturers were only required to
provide advisory support. At LASALLE the teams of lecturers
were in the position to devise the lesson contents depending
on their informed judgement, and they were able to respond
to student requests if required. UH was a top-down approach,
LASALLE was a bottom-up approach.

e UH was pre-structured, and more results-oriented through
handing out the work-book on day one. LASALLE on the other
hand was an unstructured open approach, where students
were not provided full clarity about what exactly the submis-
sion requirements were. These were issued half way through
the initiative.

e Due to circumstances many UH lecturers deployed a
laissez-faire approach to the teaching, whereas at LASALLE
the teaching staff used an action-learning approach.

e At LASALLE students were able to select their preferred
cluster, with Design Business and Innovation being one of
seven options. This may have benefitted the working morale
amongst students. To ensure interdisciplinarity, there was a
cap on numbers and students of each of the courses involved
were given their preferred cluster allocations on a first-come-
first-serve bases. At UH all students had to commit to the
Entrepreneurs Challenge with no available alternative.

e At the Design Business and Innovation cluster LASALLE
students could choose their team partners following some
‘ice-breaker’ activities. At UH students were allocated to teams.

2.5. What worked and what did not

The open approach by LASALLE required more careful monitoring
and more working effort on behalf of the teaching teams. Informal
Q&A was used on occasion to verify how students experienced
the learning process, and two formal anonymous surveys were
conducted to verify if the teaching and learning activities met the
students’ expectations. The UH approach felt more mechanical
by comparison. Though some groups could be encouraged to
perform reasonably well, the commitment of students varied con-
siderably. LASALLE’s approach was more flexible by comparison,
and also more experimental. Though expectations were not clear
at the outset, it was possible to establish those over time through
continued exchange amongst staff and students. LASALLE’s
approach was more process oriented, UH’s results-driven.

One of the biggest problems at UH was the fact that throughout
the years during which the module had been run (except for the
last), the different courses involved, assessed the student perfor-
mance in different ways. The degree to which the marks would
counted to the students’ module marks or year marks varied
between courses. This re-enforced the difference in the students’
commitment to the initiative. Only in the final year, after a dedicat-
ed team was put in charge, all students were rated: A) individually,
and B) with the same weighting attached towards their module

/ year marks. At LASALLE the cluster performance was part of

a specific module from the outset and the percentage weighting
was agreed in advance and in accordance with the time which the
initiative consumed. Although some of the students at LASALLE
complained about an imbalance in the work commitment between
individual group members, here it was the exception, not the rule.
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At UH the student satisfaction was recorded through informal
one-on-one conversations which revealed that most students
did recognize the value in the Entrepreneurs Challenge. But their
enthusiasm towards it remained within limits. The reason why the
initiative was discontinued at UH was supposedly due to reser-
vations amongst staff, who saw the delivery of subject specific
core skills compromised when sacrificing one week of a 12-week
semester. The semester at LASALLE is 14 weeks which means
that the time commitment can be much better compensated for.
Here too staff were resistant to the idea initially. However, since
they could choose their ‘cluster’ area depending on their research
interest and existing knowledge and experience, working morale
was significantly better.

Which of the two initiatives was more successful? As familiar as
this question may seem, it is flawed. It cannot be answered with-
out identifying specific criteria for what constitutes success. What
can be said is that UH deployed what we may refer to as a closed
model that allowed limited adjustments during the course of the
teaching and learning activity, whilst LASALLE applied an open
approach. The latter made the learning process difficult to predict,
but easy to adjust. LASALLE’s approach nourished an open mind
amongst staff who saw the open approach as an opportunity to
pro-actively shape the learning experience through engaging in
the management of teaching and learning activities and through
the continued production of learning materials. Action learning
could be deployed here to enhance the learning experience for
the benefit of the students.

Education - Full Paper
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If we define one approach as open and the other one as closed,
then we can deduct the following characteristics from the above
comparison:

Open model Closed model

* Bottom-up managed
* Unstructured

« Top-down managed
« Pro-structured
* Loosely managed « Tightly managed

* Flexible 1 f *Rigid \
* Dynamic ' | * Stable |

* Liberal * Consarvative
* Rusults-oriented
« Autonomous, Independent of
surrounding conditions and
prior learning

* Process-oriantad
* Connectad to surrounding
Figure: Sketch outlining characteristics to the open and closed management mod-
els for the teaching of interdisciplinary design initiatives

conditions and prior leaming

One could argue that the closed model is more resource-efficient,
whereas the closed model is more effective with respect to the
teaching and learning of methods and processes.

3. What interdisciplinary design teaching can
learn from insights in the field of open innova-
tion

Gasmann et al state that ‘The variance between a best practice

in open innovation and the average is huge’ (Gasmann, Enkel,
Chesborough, 2010, p.4). Clearly we need to ask ourselves not
only if we can adopt open innovation principles for the enhance-
ment of interdisciplinary design education, but also how — Which
principles should we adopt, and how do we best apply them? But
what exactly have we got to draw from with respect to principles?
Gasmann et al admit that “While the possibilities of opening the in-
novation process are growing, metric systems are not yet adapted
to monitor and measure the value of activities’ (Gasmann, Enkel,
Chesborough, 2010, p.4). So perhaps it is somewhat forgivable
that the vast majority of design institutions are yet to produce a
robust framework for managing interdisciplinary design education.
Gasmann et al suggest that ‘... the journey from closed to open
innovation involves four main dimensions of the firm’s organiza-
tion, i.e. inter-organizational networks, organizational structures,
evaluation processes and knowledge management systems,
along which change can be managed and stimulated’ (Gasmann,
Enkel, Chesborough, 2010, p.5) If Gasman et al are correct, these
four pillars need developing to adopt open innovation principles in
pursuit of interdisciplinary design teaching. Of course we already
have organizational structures, which are usually mapped through
projects, modules, courses, schools and / or faculties. We also
have inter-organisational networks, although these tend to be
mostly informal. In the case of LASALLE the staff-allocation to
individual design clusters could be perceived as such an inter-or-
ganizational network. Even UH’s top-down-managed staff teams
can be seen as inter-organisational networks. What is often lack-
ing are adequate evaluation processes and knowledge manage-
ment systems. Results-driven evaluation processes that focus on
the project outcomes are insufficient to measure the effectiveness
of the teaching process. Rather than assessing the student work,
one would want to directly assess the effectiveness of the teach-
ing and learning processes involved, and ideally one would want
to do so through progress monitoring and, importantly, whilst

the teaching and learning processes are ongoing. What is often
neglected with respect to the teaching and learning processes,

is the way in which staff from different disciplines connect with
each other. Both LASALLE and UH have deployed some means
to assess how students perceived the interdisciplinary learning.
However, with the exception of some informal conversations,
neither institution paid much attention to the effectiveness of the
collaboration within the interdisciplinary staff teams involved.

This leads to the second principle that is commonly lacking:
Knowledge management systems are commonly limited to internal
file-sharing platforms and ad-hoc meetings. Such systems, which
are shaped through traditional design teaching and learning, may
be highly inadequate for the management of interdisciplinary
design education. Knowledge that arises in relation to novel forms
of practice is dynamic and in need of regular, if not to say constant
monitoring. Monitoring activities should not be limited to the stu-
dents working efforts, but also cover the actions of teaching teams.
Where sets of lesson plans are altered, for instance, one would not
want to examine not only the final version. Most telling with respect
to knowledge management are the changes that have to be made
over time, since these adjustments may highlight trends and allow
for the prediction of future needs in the management of what one
would consider an evolving curriculum. So there needs to be some
form of capturing of the strategic adjustments in the management
of teaching and learning activities, and there should be systematic
processes of analysis of these adjustments.

4. Design education as a strategic experiment

‘A strategic experiment is a risky new venture within an estab-
lished corporation’ (Govindarajan and Trimble, 2004, p.64). If we
consider an academic institution to be the established corporation
here, then we can identify the introduction of interdisciplinary de-
sign teaching and learning as a risky new venture. Some might ar-
gue that this is not at all the case, and that interdisciplinary design
teaching and learning is easy to come by. As long as the process
is not examined rigorously and thoroughly, one can always claim
for an interdisciplinary initiative to be successful. But if one does,
successes and pitfalls may become evident.

In strategic experiments ‘Value propositions are guesses. And
activities that lead to profitable outcomes are unclear.” (Govinda-
rajan and Trimble, 2004, p.64). In the light of design education
one might want to replace the term profitable with successful.
This brings us back to the point made above: How do we define
success in design education? To tie it to commercial or financial
success is not possible here, or, at least it is not useful. What
criteria do we deploy to characterise a successful student experi-
ence? Student satisfaction ratings are one measure. But this does
not provide insights into the effectiveness of learning, the discov-
ery and retention of new insights. We can rate the design work
that is developed in conjunction with an interdisciplinary design
teaching initiative. But this would be a results-oriented approach
that allows judging the acquisition of skills only indirectly. Instead
one would want to focus on the way in which students experi-
ence the process of interdisciplinary collaboration, and on the
insights gained by students. At UH, students completed a work
book, which listed a range of consecutive tasks. The students
submitted this book individually after they presented their design
propositions in groups in the form of an elevator pitch. Due to



the limited time-frame, and due to the prescriptive nature of the
work book, there was very limited flexibility for student groups to
develop their own working methodology. At LASALLE the situation
was quite different. The students were given a range of tools for
developing their design proposition, but were free to decide which
ones to choose. The open approach applied at LASALLE may
have been disorienting for the students initially. But this confu-
sion led to interesting questions. Students had to approach the
projects with open minds. The learning process was perhaps less
time-efficient. Indeed, it would have been impossible to deploy
LASALLE’s methodology for a one-week initiative. Trial and error
were deliberately part and parcel of the learning process here, in
particular with a view on the effectiveness of the interdisciplinary
collaboration amongst students.

Govindarajan and Trimble present the ‘strategic experiment’ as an
alternative to the ‘scientific experiment’. The latter is characterized
through five criteria:

e Results are available quickly.

e Results are unambiguous.

e Experiments can be isolated from outside influences.
e Experiments are inexpensive.

e Experiments are repeatable.

(Govindarajan and Trimble, 2004, p.69)

Most of the criteria can be applied to interdisciplinary design
teaching and learning, except one: Results are hardly unambigu-
ous here. One could argue that this depends on how the activities
are organized, framed and assessed. However, the values that
can be extracted from interdisciplinary collaboration in design are
manifold. The stakeholders include students, staff as well as the
academic institution who hosts an initiative. Each will benefit from
interdisciplinary collaboration in different ways, i.e. extract different
kinds of values. Since it interdisciplinary collaboration involves
many uncertainties during the early development stages, it is best
approached as a strategic experiment rather than a scientific one.

Govindarajan and Trimble argue that ‘Planning systems for strate-
gic experiments [...] should be designed to explore future strate-
gies by supporting learning, given the unpleasant reality of reliable
unpredictability.” (Govindarajan and Trimble, 2004, p.70, authors’
italics). Of course the authors are discussing entrepreneurial
activities in a commercial corporate context, and the application of
the argument to design teaching and learning can be questioned.
However, teaching and learning of interdisciplinary design does
constitute a paradigm shift for most design institutions. It does so
in particular if it is connected to the introduction of new curriculum
contents such as design innovation. In both examples exam-

ined above we have interdisciplinary collaboration amongst both
students and staff combined with new learning contents, which

is that of design business and innovation. Due to the number of
variables involved the level of unpredictability is high. UH chose to
use a closed teaching and learning strategy, LASALLE an open
approach. LASALLE’s approach embraces unpredictability. But
how is the latter best managed?

Govindarajan and Trimble criticize accountability mind-sets in
conjunction with strategic experiments. They claim that ‘When
the future is unknowable, the foremost planning objective must
be learning, not accountability.” (Govindarajan and Trimble, 2004,
p.70, authors’ italics). Note that learning here relates not only to

the acquisition of knowledge by students, but the acquisition of
pedagogic knowledge through teaching staff and curriculum man-
agers. Whilst LASALLE apply an open approach, their practice
does not fall in line with a strategic experiment, since ‘Despite
reliable unpredictability, predictions must be made.” (Govindara-
jan and Trimble, 2004, p.70). The authors recommend to focus

on ‘a small number of critical unknowns’, and ‘Instead of making
specific numerical predictions’ they suggest to predict trends
(Govindarajan and Trimble, 2004, p.72). ‘The rate and direction

of a performance measure is usually a more important piece of
information than its current value’. But what values can we es-
tablish in conjunction with design teaching and learning? Student
satisfaction would be one. Competence growth would be another,
and insights in relation to methods and processes a third. The
difficulty that arises in conjunction with interdisciplinary collabo-
ration is that the achievements are more difficult to measure than
in relation to conventional intra-disciplinary design practice. The
solutions developed through interdisciplinary collaboration often
defy comparison to conventional design solutions. In the field of
design business and innovation or design entrepreneurialism, one
can judge the originality of the design concept, or its viability. But
how to rate the performance of interdisciplinary groups of stu-
dents, effectiveness of working efforts, team working and problem
solving strategies? The difficulty we are having in relation to design
practice is that the majority of aspects are not easily quantifiable.
Govindarajan and Trimble state that ‘plans for strategic experi-
ments should emphasise leading indicators, which provide first
clues whether the assumptions in the plan are realistic’.

In conjunction with strategic experiments Govindarajan and
Trimble refer to theory-focused planning. They argue that ‘Theo-
ry-focused planning is appropriate when more is unknown than is
known — when an industry is just emerging, no business model
is established, and the uncertainties are so large that not even the
basic nature of the relationships between activities and outcomes
is clear.” (Govindarajan and Trimble, 2004, p.74). Whether or not
the principles which Govindarajan and Trimble discuss in relation
to entrepreneurship, can be applied to academic curriculum
management remains questionable. Introducing fundamentally
new subjects, and teaching those in fundamentally new ways,

e.g. in an interdisciplinary fashion, produces a large number of
unknowns. In design education these unknowns are commonly
not managed strategically. No clear hypotheses are agreed and
mapped against the teaching and learning experience as the latter
unfolds. Instead clarity is pursued through a long process of trial
and error which is judged intuitively and inter-subjectively by those
involved. If satisfaction is not achieved over prolonged periods of
time, initiatives are simply discontinued as in the example of UH.
What institutions should do instead, is to identify critical unknowns
in relation to novel teaching and learning strategies, and find
reliable measures to assess what works and what does not. With
reference to industrial contexts Dodgson states that ‘Collabora-
tions experience tensions and unplanned disruptions. Some re-
port failure rates of 30-50% on the “bumpy road” of partnerships’
(Dodgson et al, 2015, p.470). Perhaps it is a fear of failure that
prevents academics to commit to concise reference frameworks
when introducing new initiatives. Or academics shy the time and
effort required to develop and implement such frameworks.
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5. Knowledge brokering

The challenges in relation to interdisciplinary design teaching
relate to knowledge management, and, in the case of novel
initiatives, to the management of emerging knowledge. Carlos
Teixeira from lllinois Institute of Technology provides one example
for a robust methodology to ‘enable the uncovering of the patterns
and rules that regulate effective use of resources to shape design
thinking as an organizational competence’ (Teixeira, 2015, p.1). He
refers to this methodology as ‘Knowledge Brokering'. It is aimed at
the systematic assessment of ‘design thinking’ processes. Teixeira
devises his methodology as a performance measuring tool for
group work in the field of design.

As building blocks of his methodology Teixeira lists:
e Information — The known

e Questions — The ‘what if’?

¢ Insights — The ‘AHA moments!’

e Criteria — The mission statement

* Features — Interventions

Teixeira defines precise criteria for the process, the detailed
explanation which exceeds the scope of this paper. From these
criteria he deducts specific steps which allow for the systematic
assessment of the effectiveness of resources, including tangible
resources, intangible resources and human resources. The latter
comprise facilitators (knowledge broker, knowledge manager,
project coordinator) as well as participants.

In relation to the examples discussed earlier, one could consider
the implementation of knowledge brokering of the methodology in
two ways:

1. To measure solely the performance of interdisciplinary student
groups

2. To measure the effectiveness of the teaching and learning
activities including actions performed by teaching staff

In the first instance, only the students would be examined in
terms of performance, and the questions would focus on their
performance and how this can be enhanced. In the second in-
stance lecturers would adopt the roles of knowledge brokers and
knowledge managers, which means that insights relate not only to
the performance of student groups, but also to the teaching and
learning activities used by lecturers to teach students interdiscipli-
nary design practice.

knowledge manager
knowladge manager (staff) / d (staff) .
/projectcoordinator knowledge M.,k,\
— — VAR el (stath \

\\ f .~ participants (students |
/" participants (students) , participant ) . ‘

. knowledge broker (student) K /
N\ 4 \ .. S/

project coordinsor (student) |

Figure 2. Sketch indicating the possibility of integrating the management of teach-
ing and learning initiatives to the team monitoring process

One point which some design lecturers may find problematic is
the quantification of performance measures. In Teixeira’s method-

ology results are expressed through scores from -1 to +1. Score
cards help to assess performance against specific criteria such as
time, energy, transactions, space. Some might perceive the trans-
lation of qualitative values into quantitative data as problematic in
the context of design. But quantitative values are the only reliable
means to provide results related to teaching and learning process-
es that are comparable across a variety of teaching teams, and
across a number of consecutive teaching and learning initiatives.

Based on successful trials with design incubators, Teixeira’s method-
ology shows that it is in principle possible to devise robust assess-
ment frameworks for the performance of interdisciplinary groups
instead of relying on generic and non-specific questions which
mentioned in the beginning of this paper. As labour-intense as it may
be at the outset, the reliable monitoring of new design teaching and
learning initiatives and strategic adjustments in the management of
these initiatives are not possible without concise frameworks.

Teixeira explains that ‘Because of its potential broad applica-
tion to a large variety of problems, domains and organizations,
design thinking opened up the interest by academics for further
and deeper investigations to better understand this capacity
and its potential.” (Teixeira, 2015, p.2). Teixeira’s methodology is
fundamentally aimed at the effective use of resources, includ-
ing tangible, intangible and human resources to facilitate novel
group activities. His approach seeks to convert knowledge into
competences (Teixeira, 2015, p.3). Thus the objectives behind his
approach address precisely the difficulties discussed above in
relation to interdisciplinary design teaching and learning.

Without a robust methodology much of the knowledge and
insights that evolve from interdisciplinary design teaching and
learning will inevitably remain tacit. Instead of clearly articulating, if
not to say measuring, what works and what does not, academics
and curriculum managers often rely on a shared feeling in their
managerial decision making. Whilst this requires lesser effort than
the implementation of a measuring framework, enhancements are
often no more than a chance product. The question this paper
raises, is if Teixeira’s methodology could be adapted to manage
strategic experiments, to monitor successes and failures against
concise assessment criteria, and therefore enhance the chances
for the introduction of new interdisciplinary curriculum compo-
nents to succeed.

Conclusion

It is not uncommon to ask design students to embrace failure as a
possible learning process, as this can stimulate risk taking and it
helps to get students to focus on the learning process rather than
simply on the outcome. Dodgson states that ‘... the [collaboration]
process itself can be unstable and troublesome’ (Dodgson, 2015,
p.462). The unsystematic way in which academic institutions often
approach interdisciplinary collaboration seems surprising given
the high risk of failure involved. But perhaps it is due to people’s
natural reluctance to confront failure, that curriculum managers re-
frain from assessing interdisciplinary design teaching and learning
through concise performance measures.

This paper has deducted insights from open innovation studies,
and hypothetically applied those on to an academic context. De-
spite the time and resources which it may require, design



institutions would be best advised to learn from the modus oper-
andi of industries, since learning through trial and error is not only
time-consuming, it can also be costly.

This paper refers to interdisciplinary as opposed to multidisci-
plinary practice. Julie Thompson Klein explains the differences
between both forms of collaboration through characterizing multi-
disciplinary practice as a form of juxtaposing, sequencing and
coordinating knowledge, whilst interdisciplinarity is understood
as a form of integrating, linking and blending knowledge (Klein,
2010, p.16). If teaching contents are fundamentally new, existing
paradigms of thinking cannot prevail amongst participants. In or-
der to successfully tackle challenges, participants are required to
build new knowledge through the integration of ideas, as opposed
to simply contributing to design solutions from the perspective of
specific disciplinary angles. This is why the two examples above
are best categorised as interdisciplinary practices. That said, it is
likely that the principles that were discussed in this paper apply to
the management of different forms of collaboration, multidiscipli-
nary and transdisciplinary collaboration included. Removing the
comfort of traditional learning contents increases the challenge
surrounding the management of resources and participating
groups of students.

Figure 3. Interdisciplinary collaboration unites participants in that their perspec-
tive on the challenge is not dominated by their subject-specific bias towards it.
A fundamentally novel task requires a fundamentally new mindset, an integrative
approach. In multidisciplinary collaboration participants contribute their existing
subject expertise in a combinatory approach.

Seven key insights can be obtained from the case studies:

1. Interdisciplinary collaboration in design education is best
pursued through an open bottom-up approach that involves
teaching staff in the managerial decision making. This gives
teaching staff co-ownership over evolving curricula, and allows
them to respond to arising problems more quickly.

2. Keeping teaching teams and student groups small helps to
pilot new interdisciplinary initiatives. Teaching methods can
be tested on larger groups of students during repeat cycles of
teaching and learning activities.

3. Active monitoring and action learning is essential to identify
and resolve problems in relation to student performance and
student satisfaction early. Bottom-up management requires a
supportive and flexible managerial structure.

4. Sharing pedagogical and managerial insights across multiple
teaching teams enhances the introspective learning of working
processes, and it helps to adhere to principles of equal oppor-
tunities amongst students.

5. The introduction of new interdisciplinary teaching and learning
initiatives may be best approached as a strategic experiment.
Knowledge management methodologies using monitoring
protocols can help to mitigate the risk of experiments to fail.

6. Methodical knowledge management is particularly important
where various teams of staff work in parallel. Without systemat-
ic and regular monitoring, open exploratory approaches to the
teaching of interdisciplinary design skills can lead to divergent
developments.

7. When deploying interdisciplinary teaching teams, the staff
performance should not be neglected. Here knowledge man-
agement protocols should ideally cover both student groups
and staff teams.

New frameworks are needed to facilitate interdisci-
plinary collaboration in design education

This study used an empirical comparison-study of two interdisci-
plinary design teaching initiatives in order to identify challenges. A
speculative approach was deployed in order to sketch out possi-
bilities of addressing these challenges. Despite its relatively unu-
sual characteristics, interdisciplinary design teaching is commonly
managed in a conventional traditional way. For more effective
implementation of interdisciplinary initiatives, it is recommendable
to deduct methodologies from design practices in the industry.
Their implementation does require extra effort on behalf of the
curriculum managers and the teaching staff in the beginning. But
it is likely to help to avoid, or at least mitigate, teething problems in
pursuit of interdisciplinary teaching and learning initiatives. A more
proficient, i.e. methodical approach to interdisciplinary collabora-
tion will not only enhance internal processes and reduce the risk
of new initiatives to fail, it will also make it easier to pursue inter-
disciplinary initiatives in collaboration with industries and across
multiple academic institutions.
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ABSTRACT

China's banking sector continues to undergo a significant trans-
formation that began with the global financial crisis in 2008. Facing
a range of ever-growing challenges in its transformation, Chinese
banks should change their traditional ways and opinions on inno-
vation, and take more creative, proactive and radical approaches
to develop more useful, usable and desirable banking services
and more distinct, valuable products for customers. To do this,

it is proposed to apply design thinking in the transformation of
China’s banking sector and to expand its role in banks. Specifically,
more designers should cooperate with or be employed by banks
to achieve ground-breaking innovations. Thus, design schools in
China should educate design students with new knowledge, skills
sets and understanding of design in financial services.

After the introduction, the paper first presents a brief literature
review on design thinking in the banking sector. Secondly, it analy-
ses the main transformation challenges for Chinese banks. Thirdly,
it explains the principles and skills of how to use design thinking
for Chinese banks through case studies. Finally, it suggests
directions for future academic research on design thinking in the
Chinese banking sector. This study aims at inspiring bankers,
bank managers, policy-makers, financial academics and relevant
participants to explore banking with design methods and theories.
It also aims at extending the scope of design education in China
and encourage more design professionals to focus their attention
on the banking sector.

Keywords
design thinking, China's banking sector, transformation

INTRODUCTION

Traditionally, especially in China, it has been the task of the
disciplines such as finance, economics, management, marketing
etc to explore the transformation of banking. It has been the task
of finance schools, business schools and management schools
to teach about financial knowledge. However, design thinking as
a methodology for innovation has recently been injected into cur-
ricula of some business schools, and a few design schools have
introduced courses, workshops and projects about the innovation
of financial services in some countries (Korn and Silverman, 2012).
Today, design thinking tends to be recognized as a core compe-
tence of organizations (Martin,2009; Kolko, 2015), and an increas-
ing number of financial institutions integrate it into business.

It is well known that Xiaoping Deng who was the famous politician
and great nation leader in China is internationally considered as
the general designer of China's reform and opening up to the
outside world. With regard to banking reform in China, Deng
(1979) advocated that Chinese banks ought to be the real financial
institutions, which pointed out the developing direction of Chinese
banking in the following decades. Since the outbreak of the global
financial crisis in 2008, China's banking sector has been under-
going a new transformation. In this transformation, there are a
range of ever-growing challenges for Chinese banks. For example,
the fierce competition with emerging players, the changes in
customer financial needs and behaviors, the unbalanced supply
of banking services and products, the big enterprise disease in
Chinese banks and so on. Nevertheless, the traditional strategies
can not ensure banks address the new challenges successfully,
the incremental improvement is difficult for banks to maintain

the competitive advantage in current financial market, and the
technology-driven innovation is insufficient for banks to satisfy
customer needs. Therefore, Chinese banks should change their
traditional ways and opinions on innovation, and take more cre-
ative, proactive and radical approaches to develop more useful,
usable and desirable banking services and more distinct, valuable
products for customers. To do this, it is proposed to apply design
thinking in the transformation of China’s banking sector and to
expand its role in banks.

The paper first presents a brief literature review on design thinking
in the banking sector after the introduction, and next analyses

the main transformation challenges for Chinese banks. Then it
explains the principles and skills of how to use design thinking for
Chinese banks through case studies. Finally, it suggests directions
for future academic research on design thinking in the Chinese
banking sector. This study aims at inspiring bankers, bank
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managers, policy-makers, financial academics and relevant
participants to explore banking with design methods and theories.
It also aims at extending the scope of design education in China
and encourage more design professionals to focus their attention
on the banking sector.

Literature review

Simon (1969) advocated "everyone designs who devises cours-
es of action aimed at changing existing situations into preferred
ones," which expanded the meanings of design and designer.
Buchanan (1992) made a seminal exploration of design thinking
in the article "Wicked Problems in Design Thinking", in which he
proposed applying design to address complex challenges. As a
leading proponent of design thinking, Brown (2008) stated that
design thinking is a discipline that uses the designer's sensibility
and methods to solve difficult problems, thinking like a designer
can transform the way you develop products, services, process-
es, and even strategy. Nooyi (2015) reported that design leads

to innovation and innovation demands design, who successfully
turned design thinking into strategy for PepsiCo's transformation.
Design, or more specifically design thinking, has attracted atten-
tion among business managers and many types of organizations
(Junginger and Faust, 2016).

The banking sector is witnessing a tremendous shift in the various
factors, banks need to rethink and renovate their working models
such as operational model, distributional model, execution model,
and innovate in terms of service, product, channel, operation and
Human resources management (Kamath, 2012). In the book Break-
ing banks: the innovators, rogues, and strategists rebooting bank-
ing, King (2014) concluded that the banking industry is not known
for radical innovation, but in an age when radical innovation is the
new normal, banks will have to learn to keep up. He listed a lot of in-
novations for banking in the book which were about taking different
approaches and thinking outside the box. Moed (2011) found that
the traditional role of banks was to provide services and enforce
terms and conditions, not to worry about customer satisfaction and
experience, but currently a growing number of international banks
are recognizing good design as a critical element to their banking
products and services, and they help customers better spend,
budget, save and invest based on the principles of design thinking.
Oliverira and Hippel (2009) argued that users as service innovators
can be integrated in the development of banking services. Ahmad
et al. (2010) investigated the relationship between service quality
and customer satisfaction in the banking sector, and stressed that
banks need to meet customers' expectations for long term benefits.
Clatworthy (2011) noted that there is considerable potential to
innovate through careful consideration of touchpoints in banking
services from service design thinking. Gor and Aspinall (2015)
insisted that accessible banking with well-designed experience is
the future direction. They further pointed out that innovations are
welcome, but need proper user studies among varied demograph-
ics before mass deployment. Currently, an increasing number of ac-
ademics study banking transformation by the way of "thinking like a
designer". It is clear that design thinking has changed the approach
of innovation in the banking sector, which challenges the traditional
management process and business strategy (e.g., Brown, 2009;
Moed, 2011; Kolko, 2015).

Of course, design thinking has been spread and used in the bank-
ing sector partly due to the practices of the advanced design firms

such as Allen International, Continuum, Livework, Transformator,
Enginegroup etc. Among them, IDEO has made a great suc-

cess, and becomes one of leaders in design thinking. In the past
decade, it helped many banks seize opportunities to innovate,
such as BBVA, GE money bank, Wells Fargo, 1st source bank etc.
In the book Change by design: how design thinking transforms
organizations and inspires innovation, Brown (2009) took Bank of
America as an example to explain how to use design thinking to
create radical innovation. In this example, Bank of America worked
with IDEO to design a new savings account service dubbed “Keep
the Change” through customer insights, multidisciplinary team,
and rapid concept prototyping in 2005. Additional, Brown and
Martin (2015) described the innovations of Intercorp Group which
used design thinking to create excellent banking services and
customer experiences in the article "Design for action". Benefit-
ing from the efforts of design firms, design thinking has played a
important role in the transformation of banking sector.

In China, design thinking is a new term, and many educators,
researchers, managers etc lack a full understanding of it. Not
surprisingly, most Chinese banks are unfamiliar with it. However,
design really plays a wider role in China's banking transformation,
and many design companies are asked to create new solutions for
Chinese banks, which enhances the awareness of design-driven
innovation in the banking sector. Today, when the global advanced
banks and Internet financial firms integrate design thinking into
business, Chinese banks must learn to keep up.

Challenges for banks in China

Throughout the history of Chinese banking sector after the found-
ing of the People's Republic of China in 1949, it can be divided
into three important periods (Li, 2008; Liu, 2009). The first period
was from 1949 to 1978, characterized by the planned financial
system within the planned economy system. During this period,
the degree of economic monetization was very low and financial
instruments was lack seriously, banks did not play their real roles.
The turning point of Chinese banking development was the Third
Plenary Session of Eleventh Central Committee held in 1978.
Subsequently, it was the second period from 1979 to 2008. In this
period, banks all over the country witnessed a revolutionary ad-
vance. As a result, China built a diversified, multi-level and modern
banking system adapted to the country’s economic growth. The
outbreak of the global financial crisis in 2008 forced the interna-
tional banking sector to enter a new historical stage. Influenced
by it, China's banking sector continues to undergo a significant
transformation, and enters the third period from 2009 up to now.
During the present period, the main challenges are as follows:

The fierce competition with emerging players in the
banking sector

Under the more relaxed government policies in China, a growing
number of emerging players such as Internet firms, investment in-
stitutions and finance technology companies have been permitted
to enter the banking sector. The new players from other industries
provide low-threshold, fast and convenient banking services
through digital technologies and innovative approaches, which
breaks the limitations of traditional banking. For example, there



are about 270 licensed companies in China's third-party payment
market according to the reports of the People's Bank of China
(the Central Bank in China). Among them, Alipay of Alibaba and
Tenpay of Tencent are the two most popular payment platforms in
China, which enables customers to pay for anything at anywhere
and anytime by a smart phone or computer. Additionally, China
has set up five fully private banks in 2015 on a trial basis before
the practice is extended to more places.

Moreover, many small and midsize banks and foreign banks
entering China see the transformation as a crucial opportunity

to stand out in the banking sector. Therefore, they develop new
services and products more boldly, actively and openly because
of their efficient management and agile response, which challeng-
es the large banks and further intensifies the banking competition.
Among them, Guangfa Bank, China Merchants Bank, China Citic
Bank and China Minsheng Bank have made a great success. It

is apparent that banks face unprecedented competition in China,
and their old business models seem to lose the competitive ad-
vantages in current financial market.

The changes in customer financial needs and behaviors

In China, the living standard of people has a dramatic improve-
ment in the past decades. As a result, customer financial needs
have an explosive growth, such as housing loan, auto loan,
education loan, transaction payments, personal investment, and
wealth management. What is more, the financial needs tend

to be more diversified and personalized. However, the existing
provision of banking services and products can't fully meet cus-
tomer needs. And many deficiencies of traditional banking were
exposed gradually, which challenges the patience and persistence
of customers. For example, the low service efficiency in bank
branches, the constrain of service time, homogeneous services
and products among banks. In fact, the contradiction between
the rising of financial needs and the relatively lagging of banking
services supply is still the basic contradiction of China’s banking
sector (Liu, 2009).

In addition, the digital finance develops rapidly in recent years,
resulting in the changing of customer financial behaviors in China
(Xu et al., 2014). One marked change is that an increasing number
of customers, especially the younger generation embrace online
financial services and products provided by the non-banking
finance institutes, and their reliance and loyalty on banks are
decreasing. Moreover, customer preferences and expectations
are changing, and they desire more convenient, distinct, efficient,
transparent and timely financial services, which requires Chinese
banks to innovate more customer-centric business models.

The unbalanced supply of banking services and products

The physical branches are still the main channel of banking in
China. At present, it is estimated that more than two hundred
thousand branches are in operation across the country (Zhou,
2013), which mainly distribute in the cities and developed regions.
While in countryside and underdeveloped areas, the branches
are extremely lacking. Although Chinese banks strive to develop
online channel, most customers in countryside and underdevel-
oped areas are still difficult to access the digital finance, because

the rate of Internet penetration in the areas is very low. In addition,
some customer groups such as the old, disabled, less-educated
are not adaptive to online channel because of their conservative
financial habits.

More seriously, banks always classify clients by asset size and
provide differentiated services and products for different type of
customers to achieve maximum economic benefits. As a result,
the rich can enjoy the priority of services in branches, but the ordi-
nary customers can not. Accordingly, the urgent task for Chinese
banks is to eliminate the unbalanced supply, and launch an inclu-
sive, wide coverage of banking, in order to make every customer
equally obtain the financial services and products.

The big enterprise disease in Chinese banks

China's banking sector has achieved a remarkable development
in the past decades, but most banks are still regulated and led
by government. As a result, they have the classic characteristics
of government agencies, such as strict hierarchy, bureaucratic
management, high operation cost and bloated organizational
structure. The fact is that Chinese banks are not fully market-ori-
ented. For customers, the banking relationships are generally
characterized by a lack of equality, transparency and trust.

In this immature banking system, most staff in banks lack suffi-
cient impetus to create new solutions and ideas. The leaders are
fearful of failure and very cautious in decision-making, especially
support incremental improvement rather than radical innovation.
Almost everyone in banks considers more personal promaotion,
not the advancement of the banks. And the driving forces of
banking development always come from the reform, intervention
of government. It is commonly regarded as the big enterprise
disease in Chinese banks. In this situation, the key challenge for
Chinese banks is to build a new bank culture for innovation.

How to apply design thinking for Chinese banks

Facing the transformation of banking sector and a range of
ever-growing challenges, the key to success for Chinese banks in
the years ahead will be innovation (Xu et al., 2014). It is wise to em-
brace design thinking and embed it into every aspect of banking,
in order to transform successfully and become the most competi-
tive financial institutions. Here are some principles and tips:

Focus more on customer experience not just the money

King (2013) stated that banking is no longer somewhere you

go, it's something you do. He further interpreted, a customer’s
assessment of a service provider in the banking sector will be how
simply and easily customers can access banking when they need
it, and how much they trust the partner or service provider to exe-
cute. From this perspective, Chinese banks must stick to custom-
er-centric design, and create better experiences across different
touchpoints during the customer journey. For example, a more
enjoyable waiting experience in branches, a inclusive banking
service for different customers, the interaction between customers
and staff in a more collaborative and fluid way, self-services with
safe experience through ATM, smart phone and computer.

To do s0, it is considerable potential to innovate through deep
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customer insights, which will enable banks to better understand the
financial behaviors, habits and lifestyle of target customers. By this
empathic approach, the Internet company Tencent in China has
successfully developed a new service named "virtual red packets"
through WeChat which is a social media platform. This popular ser-
vice is rooted in the traditional habit that people in China celebrating
festival and special occasions is to give red packets containing
some money as gifts to family members and friends. When custom-
ers use it, they first should link bank accounts to the APP, and then
send the virtual red packets to other users. Like a game, it encour-
ages more people to join in with a memorable experience because
their family members and friends are using it, which is helpful to
build a stronger connection between each other.

The case proves that giving great consideration to customer ex-
pectations and experiences not just the money is vital to success,
because money is merely a means to an end for everyone (Moed,
2011). So, Chinese banks are required to develop more useful,
usable and desirable banking services and products tailored to
different customer categories.

Collaborate across disciplines inside and outside of banks

It is crucial for Chinese banks to recognize that better solutions
always comes from the close collaboration among different disci-
plines such as marketing, design, engineering and finance. What
is more, each discipline must overcome these gaps and respects,
appreciates the perspective of the others during all phases of inno-
vation process (Cagan and Vogel, 2002). Certainly, it is necessary
to involve designers, engineers, managers, customers and staff in
a innovation team of banks, which helps to explore more ideas and
create excellent solutions. To be sure, some advanced banks such
as BBVA have benefited from open-minded collaboration.

In China, some banks have begun to establish their own innova-
tion centers with interdisciplinary teams, and designers increas-
ingly have been employed by banks. For example, the Bank of
Communications ( BOCOM ) that is one of the top five commercial
banks in China, built an innovation center in 2008 to explore new
business models of banking. In recent years, BOCOM focuses on
the digital finance and community banking. It successfully

developed the Intelligence Teller Machine (ITM ) that is a new
self-service equipment with more functions and better user
experience than ATM in 2012, through closely cooperating with
technology, design and consulting companies. In addition, it has
launched a "branch of the future" concept store, which uses the
latest technology, zoning and engaging service points to connect
customer experiences physical and digital through the integrative
innovation across different departments and teams.

With the continuous development of society and technology, the
boundary of banks and other social organizations tend to be more
and more fuzzy, the interpenetration and integration will be fre-
quent. Banks should learn to invite, engage and enable stakehold-
ers and innovators from different disciplines and industries like
never before to co-develop, co-design and co-produce.

Quick iterate through rapid prototyping

It is demonstrated that the process of design innovation is not

linear, but iterative. Especially, in design thinkers’ opinion, no matter
how challenging the constrains of a given problem, at least one
potential solution is better than the existing alternatives (Brown,
2008). Accordingly, banking services and products can be always
better designed with endless rounds of trial and error. For banks in
China, there are several principles to succeed. First, bankers should
be agile, optimistic enough to the changes of society, economy and
technology, and immediately identify new opportunities for banking
innovation. Second, the innovation team should quickly respond to
the opportunities and propose creative solutions through iterative
cycles of prototyping, in order to turn ideas into actual banking
services and products which can be implemented.

For Chinese banks, rapid prototyping is a important element of de-
sign thinking, which is the best way to visualization of ideas. It can
help the innovation teams of banks change the traditional way of ex-
pression of ideas through words and statistic diagrams influenced
by management consulting companies, and communicate visually
and tangibly. While in the iterations, prototypes can be sketch,
visual story, rough physical mock-up and even video. The objective
of rapid prototyping is to make intangible to tangible, which stimu-
lates team members in banks working efficiently and interestingly,
evokes valuable feedbacks from the banking stakeholders.

Create a design-centric culture in banks

Building a design-minded organization goes well beyond the
design itself, and the successful, innovative organizations of the
future will be those that make the best use of the principles and
methods of design thinking (Lockwood, 2009; Starostka, 2014). A
design-centric culture transcends design as a role, imparting a set
of principles to all people who help bring ideas to life (Kolko, 2015).
For Chinese banks, it is the key to create a design-centric culture
based on deep understanding of design thinking, which ignites
creativity and collaboration. This bank culture is open, transpar-
ent, attractive, equal and responsible, which motivates bank staff
to break the routine in innovative approaches, tolerate more failure
and make faster decision.

Not surprisingly, there are impediments to embedding design
thinking into Chinese banks. For example, professional gaps,
administrative intervenes and institutional obstacle. So, to make
design has a voice in bank's important decisions, it is advised to
set up a position called Chief Design Officer (CDO) in banks, as
Jonathan Lve in Apple and Mauro Porcini in Pepsi. Additionally,
banks should establish their own design center, build a creative
management team, and launch a customer-centered innova-
tion process. In fact, a common discipline of design thinking is
changing our culture, not only in its external manifestations but in
its internal character (Buchanan, 1992). Thus, it is a strategic move
for banks to create a design-centric culture, which is a recipe for
long-term sustainability, not shot-term survival.

Promote the integration of financial education and design
education

Design is the core of all professional training (Simon, 1969). Today,
it is necessary for Chinese banks to integrate design thinking into
professional training for managers, policy-makers and staff. To do
s0, banks should provide engaging and open learning programs



to enhance the awareness of design. For example, inviting design
educators to teach about design methods, co-creation workshops
with design firms, participation in the projects of design schools.
In fact, the financial innovators require not only a wide knowledge
of finance, economics, management and marketing, but also

a comprehensive understanding of design thinking. Moreover,
banks need a wider range of Human resources, which means that
employees in banks should be not only from finance schools and
business schools, but also from design schools. It is clear that
more financial innovators as design thinkers are needed in banks
and non-banking finance institutes.

In response to this trend, financial education in Chinese universities
should be open to design and inject design thinking into curricula.
Meanwhile, more designers should be employed by or cooperate
with banks. Consequently, design schools in China should extend
its scope to financial innovation, and educate students with new
knowledge, skills sets and understanding of design in financial
services. As a experiment, we have integrated design topics about
financial innovation in some courses for senior students of industrial
design major from 2014. It teaches about how to use design
thinking to innovate banking services and products in China, which
encourages more students to focus their attention on the banking
sector and work for banks after graduation.

Conclusion

Applying design thinking in China's banking sector is an important
practice that drives banks to deal with the challenges and achieve
successful transformation with design approaches. Design think-
ing will be a core competence of banks in China, and we believe
that more and more bankers will transform banking as great
design thinkers.

This paper has revealed the role of design thinking in Chinese bank-
ing transformation, and proposed some principles and skills of how
to use it. However, this is just a start to explore banking transfor-
mation in China. Future researches should continue to advance the
role of design thinking in banks, focus on the difference of design
between banking and other industries, and comparative study of
design thinking between the Chinese banking sector and the for-
eign banking sector. Moreovey, it needs more studies and practices
in the education of financial innovation based on design thinking.
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ABSTRACT

Over the past fifteen years, the roles of the designer, client and

end ‘user’ have changed. Participatory design is about involving
the people who will be affected by design outcomes in the design
process from start to finish. Co-design, or co-creation, describes

a process by which collective creativity is leveraged to arrive at
design solutions. Now, a more ecological, networked approach is
emerging. Designers no longer see themselves at the top or centre
of the creative process, but at the edge of complex, adaptive sys-
tems in which diverse participants interact with constantly changing
ideas, events and forces (Slavin, 2016).

In this paper, | explore how design education is changing in keeping
with this current shift in design practice by focusing on strategic
approaches that are transferrable to any area of Design. | begin

by reviewing the development of Massive Open Online Courses
(MOOQOCs). | then examine specific open, online design courses

that leverage networks to enable global collaborations (iversity’s
Design 101, +Acumen and IDEO.org’s Design Kit). | follow this with a
discussion the #LibraryFutures project, in which | used social media
to crowd source open resources for a Design for Innovation course.
| conclude by suggesting how Design education could be further
opened up and connected in keeping with a world that is more
complex, integrated and co-dependent.

Keywords
open design, open education, MOOCs

INTRODUCTION

Open design, as a philosophy and a practice, is closely related

to open education and a pedagogy that values a distributed,
non-hierarchical approach to learning and to cultural and material
production. Like open education, open design is enabled by, but
not entirely dependent on, digital technologies and networks. If
something can be digitized then it can be copied, revised and
remixed easily (although not always legally), and it can be shared
and downloaded at a negligible cost. When an artifact is digitized,
it crossed the threshold between the physical and digital environ-
ments. It leaves a world of scarcity, where things are, by nature,

in limited supply, and it enters a world of plenty, where supply can
easily satisfy demand. It exchanges solidity for malleability, and
monetary value for social value. It leaves the financial economy
and enters the gift economy. Increasingly, artifacts are born digital,
so their connection to a world where things are tangible, fixed and
limited exists only to the extent that we accept an imposed artifi-
cial scarcity and forms of ownership and control that are designed
to limit possibilities and maximize profits.

Visual and linguistic metaphors that help us to understand and
work with unfamiliar concepts, services and artifacts can also
limit our ability to see the potential that digital technology affords.
As Bolter and Grusin explained in Remediation: Understanding
New Media (1999), new media remediates the older media that it
simulates and replaces. We are encouraged to see the content
of the message, but not the technology that is used to frame

and (re)present it. This makes it easier to take in the content, but
harder for us to focus on the medium and the technology behind
it. If an eBook on an eReader is designed to mimic the look and
feel of a physical book, we are more likely to be able to interact
with and use it quickly and easily, due to our previous experience
with physical books. However, the book metaphor makes it much
more difficult for us to imagine alternative ways that texts could
be created, published, used and shared. An eBook is an example
of a digital artifact that exhibits some of the advantages of digital
media (search, changeable type size and style, weightlessness)
while retaining many of the limitations of its physical counterpart
(single author, fixed, linear text, copy protection).

Wikipedia, by contrast, is a different kind of text that is enabled by
a different kind of authorship and production model. It serves as
an example of what a text can be in a digital, networked environ-
ment — collaboratively authored and edited, easily revised and
updated, and free to access and use. Wikipedia was launched

in 2001 and by September 2015 it had grown to over 41 million
articles in 294 languages created by about 70,000 active



contributors (2016n). The English Wikipedia is comprised of more
than five million pages, which, if printed in 2015, would have filled
2,317 700-page volumes. Although it is written by mostly anon-
ymous, unpaid volunteers, it has earned a reputation as a very
popular and useful reference resource. Numerous studies have
shown that, as a source of information, Wikipedia is as least as re-
liable as the best printed resources that have been written by paid
experts and published by established publishers working with
traditional business models (2016k). In addition, unlike the printed
equivalents, errors and omissions that are discovered in Wikipedia
can be quickly corrected. It is a living, constantly changing knowl-
edge base that, like most of the open web, is free to access and
open to improvement by anyone with an Internet connection.

We are used to thinking about design outcomes like we think
about books and other forms of communication in the industrial
mode of production — as the final result of a costly process to
produce a limited number of artifacts that have been designed by
an expert. We are beginning to see how the practice of design is
changing as a consequence of the same enabling technologies
that have altered the publishing landscape. It is not surprising that
publishing, an industry that relies on the creation and exchange of
information, was one of the first to be disrupted by new com-
munications technologies. Education, and especially formal,
public education, has been slower to change, perhaps due to the
protected and regulated nature of the sector. However, develop-
ments over the last several years, especially the introduction of
popular, open access post-secondary courses, provide examples
of how it could be transformed in the near future. Design disci-
plines are in an excellent position to show the way with innovative
new approaches, because of the importance of technology and
the focus on technological change that is central to Design and
design education.

Open courses (MOOCS)

Dave Cormier coined the term MOOC (Massive Open Online
Course) to describe an online course that he taught through

the University of Manitoba with George Siemens and Stephen
Downes in 2008 (Gillis, 2010). In keeping with the topic of the
course, which dealt with learning in the age of digital networks,
they decided to open the for-credit course to non-paying partici-
pants who were able to view the course content and interact with
other participants, but not have their work assessed for credit.
To their astonishment, with only one invitation shared over email,
over 2,300 individuals registered for the course as interest-only
‘students’ (Downes, 2011). Cormier explains that the aim of the
course, “Connectivism and Connective Knowledge” (or #CCK08
as it was known on social media), was to enable individuals to
construct their own learning networks around shared interests
and, as a result, to build “a distributed knowledge base on the
Net” (Cormier, 2012).

This first MOOG, and those that followed a similar pedagogy,

are sometimes referred to as cMOQOCs, a reference to “connec-
tivism,” a theory of learning that Siemens proposed in 2004. He
argued that, in an age in which individuals and information are
increasingly connected through digital networks, learning is about
making meaningful connections between people and between
“specialized information sets” (Siemens, 2005). Similarly, Stephen
Downes explains that “knowledge is distributed across a network

of connections” and “learning consists of the ability to construct
and traverse those networks” (Downes, 2007). This approach
encourages learner autonomy in “a community of practitioners,
where people practice the discipline, rather than merely just talk
about it” (Downes, 2010). Central to this is the willingness of ex-
perts and novices alike to practice and think about their discipline
in the open, using public blogs, social networks and a variety of
channels and platforms. In addition, there is an expectation is that
participants will share their work using a Creative Commons or
other open license, enabling others to reuse, remix and repurpose
their work without having to seek permission.

Although 2,300 students might seem like a massive number of
students for any course, it was the venture capital funded, private
platform MOQOCs that followed four years later that attracted
serious numbers and equally serious attention from the popular
media and from established post-secondary institutions. When
Sebastian Thrun and Peter Norvig’s experimental open, non-credit
course in Artificial Intelligence attracted 160,000 registrations from
190 countries in 2011, Thrun decided to leave Stanford University
and start his own business (2011). He launched Udacity.com in
February 2012, offering free, open access courses focusing on
science and technology topics (Thrun, 2012). By 2016, Udacity
had shifted from offering free university level courses for anyone
to teaching “the skills that industry employers need today” in
partnership with technology industry giants like Google, AT&T and
Facebook. The job-focused platform now offers a mix of ‘Nanode-
gree’ programs, credentials, and a face-to-face ‘Udacity Connect’
packages for varying one-off and monthly prices.

In April 2012, two of Thrun’s former colleagues from Stanford,
Andrew Ng and Daphne Koller, launched Coursera with US$16
million in venture capital funding. Beginning with partnerships with
six elite universities, they offered free online courses through a
strategy and platform that they predicted would change the face
of higher education globally (2012). By 2016, Coursera had at-
tracted 21 million registered users from around the world and had
offered more than 1,400 courses in partnership with 145 universi-
ties. In addition to offering courses entirely for free and certificates
of completion for a nominal cost, Coursera for Business was
launched in August 2016 to provide workplace-based training for
employers (Levin, 2016). Like Udacity, Coursera is trying different
strategies as it searches for a sustainable business model.

The third of the original large-scale MOOC platforms that
launched in 2012, edX, differs from Udacity and Coursera in

that it was funded by its founders, Harvard University and MIT.

It is also the only major MOOC provider that is nonprofit and
open source. It was formed with the aim of creating “a new
online-learning experience” and to “research how students learn
and how technology can transform learning — both on-campus
and worldwide” (2013). In October 2014, edX was offering over
300 courses through 54 member institutions and had awarded
over 100,000 certificates to their online students (2014b). By 2016
it had developed over 90 partnerships with universities and other
institutions. As well as continuing to offer free online courses, it
released Open edX, an open source version of its MOOC platform
that is available for free for anyone who wants to build their own
large-scale online courses (2016a).

After the entry of Udacity, Coursera and edX in 2012, other MOOC
platforms soon launched in other countries, including Open-
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2Study (Australia), FutureLearn (UK), OpenupEd (pan-European)
and iversity (based in Berlin). All take advantage of the Internet to
offer online courses to large numbers of students who are able to
register for free. For a small cost, a certificate, badge other form
of recognition provides evidence that a student has completed

a course. In most cases, the company retains copyright over
online lectures and other resources, which are available only to
registered participants, and only while the course is being offered.
This has led David Wiley, a leading proponent of open education,
to argue that, for most of the popular, large scale MOOCs, “open
education means “open entry to fully copyrighted courses with
draconian terms of use””. To be truly open, he advocates for the
use of a license that allows for the 5Rs: Retain, Reuse, Revise,
Remix, and Redistribute. He also believes that, if we were to take
the open approach seriously, we would need to build an open ed-
ucation infrastructure that included competencies, assessments
and credentials, as well as resources (Wiley, 2014). Components
of what could be assembled into an open education infrastruc-
ture can be found in in many existing open access courses and
platforms. These include iversity’s ‘Design 101’ and +Acumen and
IDEO.org’s ‘Design Kit'.

Iversity’s design 101

Iversity is a MOOC platform that began offering online courses

in October 2013, a year and a half after the first, larger private
MOOC providers, Udacity, Coursera, and EdX, were launched.
Although not the first, or the largest of the MOOC companies,
iversity was the first European provider and it has a distinctive
European flavor and focus. It describes itself as “Europe's digital
learning platform for higher education and professional devel-
opment” that aims to “make education more accessible, more
affordable and more personalized”. Like the other platforms, the
stated objective of iversity is to make it possible for “thousands of
students from all walks of life” to come together “to learn with, and
from, each other, on a digital campus” through the use of short
videos, animations, interactive simulations, quizzes, and peer to
peer feedback, (2016h). By September 2016, it listed 32 European
partner institutions and had offered over 60 courses in English,
German and other languages to over 1 million participants from
around the world (2016i). Like Udacity, Coursera and edX, iversity
is a live experiment in how a business model can be developed
around the delivery of courses that most people take for free. On
June 9, 2016, the managing directors of iversity filed for insolvency
after a major shareholder refused to provide necessary bridge
financing. Two months later, a new investor, Holtzbrinck Digital,
stepped in, with the understanding that the company would focus
more on business-to-business courses and “work closely with
corporate clients to develop customised solutions meeting specif-
ic customer-needs”. However, they will continue to explore “how
an academic course offering can be made sustainable”, beginning
with a collaboration with Springer Nature with the aim of offering
fee-based courses and degrees for academic credit (2016g).

Iversity has offered several free, not for credit, open access design
courses over the past few years. The design and presentation of
these courses is creative and engaging, with a sense of fun and
playfulness. The personalities of the instructors features more than
is the case with MOOGs from the other large platforms, which
often follow a very similar template-based approach consisting

of a series of short pre-recorded video lectures interspersed with
short quizzes. A forum specific to the course allows participant

to engage with one another and, to a lesser extent, with the
instructor. These forums are not public, and they are normally
closed after the course has finished. Iversity’s design courses are
more experimental and make much greater use of social media to
engage with the wider design network beyond the course.

Design 101 (or Design Basics) is an online course from iversity that
began in October 2013 and lasted for 101 days. It was coordinat-
ed by a team led by Stefano Mirti and Anne-Sophie Gauvin and
was based at the Abadir Fine Arts Academy in Catania (Sicily)

as part of a international avant-garde program focused on online
education. Participants were invited to “Learn by doing and
transform your everyday life into 101 projects”. The stated purpose
of the course was “to create a design community”. Over 40,000
students enrolled, 10,025 started the course, 629 completed, 350
earned a certificate, and 300 submitted work for the final show

in Berlin, which 100 of the participants attended. Design 101 is
described as a “modular machine” in which iteration and learning
by doing is important. The overriding aim is “to have fun and share
our process” through the ongoing communication of design ideas
and projects that “encourage conversation, and thus, generate

a community” (2016m). As the course coordinators explain, the
pedagogical approach is informed by the way in which digital
networks have changed design:

We live in a global community where the physical bits are
slowly (and not so slowly) overlapped by social media.
Design has become #design. Indeed, the use of new tech-
nologies has changed the teaching and, by the same token,
the nature of the past; the past is being renewed. Herein lies
the conceptual hinge of Design 101: a new way to learn a new
design. (2014a)

The course was delivered through 101 daily emails that included an
animated postcard announcing the brief and a design activity that
would take between 15 minutes and one hour to complete. Every
Monday, the plan for the week ahead was sent to participants,
along with a short quiz. Each week of the 14-week event dealt

with a different design theme. These included self-representation,
storytelling, domestic interiors, public space, dress, etc. The course
ended with a three-day online festival and a public display of the
work completed by the participants. The instructors made extensive
use of a sites outside the iversity platform that included a website
with links to course news, prompts and submissions on Pinterest,
YouTube, Instagram, Facebook, Facebook Groups, and Twitter
(2016d). The Design 101 Pinterest site contains 44 Boards and

over 2,000 Pins and, like the 116 animated postcards uploaded to
the YouTube site and the 2,280 images on Instagram, they remain
accessible today. In September 2016, the public Facebook page,
‘Design 101, had 8,904 likes, and the Facebook Group, ‘Design
101 Arena’, had 5,463 members. Along with the Twitter account,
both remain active with frequent posts, as they are being used to
support a follow-on course, ‘Zine 101, which started on September
52016. ‘Storytelling 101’ is scheduled to begin on October 5 2016.
In this way, the coordinators are continuing to build on the commu-
nity that developed around Design 101.

The objectives of Design 101 included helping participants to



understand “Who shares your visions and ideas (who could
collaborate with you in the future)” and “How a community works:
its behavior and potential” (2014a). The use of social networks to
share and discuss work in public underlines the importance that
the coordinator, Stefano Mirti, placed on the community compo-
nent. He also understands the importance of physical gatherings.
Workshops and a public exhibition at the end of the course were
opportunities for participants and instructors to meet face-to-face.
However, most of the communication and engagement around
projects happened online. As the course website explains, for
designers, “our main problem lies in finding new ways (and tools)
to transfer knowledge”. “What happens when new “social” tools
and media are used within a classroom?”, they ask. “We believe
it requires the classroom to be transformed into a community”
(2016m). This is in keeping with the philosophy of the connectivist
MOOCs, which provide prompts rather than answers, and encour-
age participants to navigate through a sometimes overwhelming
network of resources, participants and projects that are spread
across multiple sites and platforms. The Design 101 course
serves as an invitation to build a personal learning network while
contributing to the development of a global knowledge network.
In the process, personal relationships are formed, and collabo-
rative structures are fostered. As Dave Cormier likes to say, “the
community is the curriculum” (Cormier, 2008).

+Acumen and IDEO.org’s Design Kit

Acuman is a Not-for-Profit company founded by Jacqueline
Novogratz in 2001. Its mission is to “change the way the world
tackles poverty by investing in companies, leaders, and ideas”. It
raises charitable donations to invest in companies, leaders and
ideas that are focused on assisting disadvantaged communities.
The company reports that, by combining aid, charity and markets,
it has worked with 92 companies, invested $101 million to support
innovations, and created or supported 58,000 jobs. Donations
have enabled it to set up volunteer chapters around the world,
develop over 300 partnerships with individuals, corporations and
foundations, and to offer free courses that provide an

introduction to Acumen’s values, principles and approach to
leadership (2016b). The courses are offered through +Acumen,
a name that indicates the goal of “adding Acumen” to the lives
of people who want to be part of a growing network of 250,000
community members and social change leaders. Unlike iversity,
Coursera, edX and the other large MOOC platforms, +Acumen’s
offerings are focused on supporting the company’s leadership
development program. In September 2016, 22 courses were listed
on their website, each relating to one of three areas of the Acu-
men Leadership Model — Moral Imagination, Financial Skills, or
Operational Skills. ‘Design Kit: The Course For Human-Centered
Design’, which fits in the Operational Skills category, is offered in
partnership with IDEO.org (2016c¢).

Created by the global design consultancy, IDEO, in 2011, IDEO.
org is a non-profit company of “mission-driven designers” who
use human-centered design principles and practices to have a
positive impact in the lives of the poor. As their website states:

The problems of poverty are immense, systemic, and com-
plex, but we believe that a design-led approach, the right

partnerships, and sustained engagement with a particular
problem can create transformative change (2016f).

They point out that human-centered design “sits at the intersec-
tion of empathy and creativity” and that they are working with the
social sector to encourage them take a human-centered ap-
proach to problem solving.

The Design Kit it is a collection of resources created by IDEO.org
that includes a website, a Field Guide to Human-Centered Design,
a smaller Pocket Guide to Human Centered Design, a facilitators
guide, and books on the design thinking and the creative process.
They are products of collaborative engagements between design-
ers and the people and the communities they have worked with,
and they are intended to increase the understanding and the reach
of human-centered design methods and applications. The Field
Guide was funded by a Kickstarter campaign launched by IDEO.org
on November 8, 2014. They hoped to raise US$30,000 to expand
the existing HCD Toolkit, which had been downloaded 141,000
times, into a comprehensive illustrated book. Within a month, 1,354
backers had pledged US$84,232 (2015b). The 192-page, full-color
Field Guide was published in 2015 and is available for sale as a hard
cover book and as a free download. The use of a Creative Com-
mons CC BY-NC-ND (attribution, non-commercial, no derivatives)
license means that it can be copied and distributed for free. The
Field Guide includes 57 design methods and case studies showing
how human-centered design is practiced in the field (2015a).

Design Kit: The Course for Human-Centered Design is a free,
seven-week online course that +Acumen and IDEO.org have been
offering together since 2013 (this discussion refers to the course
that was offered from September 6, 2016). It provides students
with “hands-on experience speaking to, prototyping for, and
testing solutions with the people you're designing for” (+Acumen,
2016). Unlike most online courses, students work in design teams
of 2-6 students that meet physically in their local community while
also engaging with other teams and their work online. The design
teams choose to work on one of three pre-crafted challenges
that are provided by the course, or they can develop their own
challenge. For each weekly ‘class’, the design teams are provided
with Readings, a Case Study, Methods in Action, and a Workshop
Guide. The course requires about 5 hours of work each week,
and participants who complete all of the assignments receive a
certificate of completion signed by IDO.org and +Acumen.
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A ‘Getting Started Guide’ lists the benefits of doing the course,
which include learning how to effectively engage your community,
developing solutions suited to individual challenges, improving
collaboration, developing creative confidence, and having fun.
The guide explains that Human-Centered Design is sometimes
referred to as “design thinking”, and that they should be consid-
ered to be the same thing. They acknowledge that the stages
used to describe the three stages of the design process — Inspi-
ration, Ideation, and Implementation — might differ from how they
are described by the Stanford d.school and others, but that they
all emphasize the same basic approach that involves getting out
into the community, prototyping rapidly, and then iterating until an
appropriate solution is found (2016e€). A separate Team Forma-
tion Toolkit is provided at the start of the course to help with the
formation and functioning of the design teams. “Learning is better
with others”, it begins, and it explains how teamwork requires
paying attention to leadership, scheduling, and preparation. It also
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underlines the importance of co-creating the learning experience:
“Successful teams realize that real learning comes from mean-
ingful interactions based on trust, respect and accountability. Set
ground rules for successful collaboration” (2016l).

The Design Kit course uses the Novoed learning platform, which,
according to the company, “replicates the experience of great
in-person learning online, making it possible to teach soft skills

at scale” (2016j). The Course Management System (CMS) is well
organized and easy to navigate, but the ability to replicate per-
son-to-person communication and to teach soft skills is hindered
by the formal, rigid interface that is sealed off from the open web.
Although a live feed of all Twitter posts containing the #Acumen-
HCD hashtag is displayed at the bottom of the Novoed Home
screen, it provides only a limited window to the online world outside
the CMS. Similarly, forum posts within the Novoed platform are only
visible to people who have registered for the course. Although this
has the advantage of focusing discussion and eliminating distract-
ing messages and content, it also limits the serendipitous discover-
ies and connections that are possible when content and comments
are public and spread out over several different sites and platforms,
as is the case with iversity’s Design 101 course.

#LibraryFutures

In a world where technology changes faster than traditional
educational institutions and courses can keep up, social learn-

ing online is one way of tapping into current knowledge held by
individuals who might not be geographically near (Ferguson and
Buckingham Shum, 2012). It can also be a fast and efficient way
of accessing expertise that might be held by individuals within a
company or institution who can be difficult to access physically,
especially at short notice. The #LibraryFutures project was an
experiment that [ initiated in the use of social media, predomi-
nantly Twitter, to access expertise beyond the classroom relating
to the future of libraries. 35 students in a 13-week, place-based,
300-level Design for Innovation course taught in 2014 worked in
groups to explore the current state of, and possible future uses
for, the central library at the university in which they were students.
The clients for the project, a small team of senior librarians and
managers, provided an overview of the changing use patterns

of the facility and outlined plans to replace physical books and
journals with digital resources. The students and instructors found
what relevant resources they could, but they realized that experts
within and beyond the campus held information and experience
that would be difficult to find or too recent to have been published.
We decided to reach out to the experts through social media. We
chose a descriptive hashtag for the project, #LibraryFutures, be-
cause we wanted to attract attention to the problem (or opportuni-
ty) we were dealing with, rather than to the course itself. We were
not trying to open up the course to everyone; rather, we wanted to
tap into what others out there knew, and what resources and case
studies they were aware of. We hoped that, by sharing what we
were finding and doing with others, they would be willing to share
what they had found and had done with us. We were not collabo-
rating on the same project, but cooperating over shared interests.

According to Martin Weller, digital networks and social media have
enabled three levels of lightweight sharing. Content creation, like
recording and uploading a video to YouTube or writing a blog post,

can be time consuming, but is much easier and faster than it used
to be with analog media. Quick sharing refers to simpler acts, like
uploading existing digital content or adding a link. Frictionless
sharing, the fastest and easiest of the three, is a simple byproduct
of normal everyday activity that could be something as minimal

as writing a short comment or marking content as public (Weller,
2011). For experienced users, Twitter is an almost frictionless me-
dium. Writing a twitter message and including a link to a website
or video takes very little time. Responding to, or ReTweeting, a
message that appears in your timeline takes almost no effort. This
worked to our advantage with the #LibraryFutures project.

| used my personal Twitter account for the project, as | already had
over 3,000 followers and was following more than 4,000 accounts.
| began sharing messages about the project with requests for
resources and case studies. A librarian on campus, who is particu-
larly active on Twitter, quickly picked up the hashtag and engaged
in a discussion about the project, tagging her library colleagues

in her posts. Within the first week, a handful of librarians and their
contacts shared links to several books and journal articles that
were covered by a Creative Commons license, so they could be
downloaded and used in the course immediately. Everything we
collected through Twitter was shared back out, and the students
soon started documenting and publishing their work on Twitter,
Instagram, Facebook and other platforms and channels, using the
#LibraryFutures hashtag. A Swedish academic with expertise in
serendipity, an architect in the South of England who was designing
a community library, and a librarian in Ontario with and interest in
entrepreneurship were three of the many who discovered us and
our project through the hashtag (as well as exchanging resourc-

es these three also offered to Skype into the class to talk to the
students). A selection of the posts carrying the #LibraryFutures
hashtag from Twitter, Instagram and Facebook were regularly saved
in a Storify archive (McGuire, 2014). Each week, the class began
with a review of the most recent messages that had been added
to the Storify, and, since the posts within the archive are live, we
could play the videos and follow the links directly. By the end of the
course, the archive consisted of 250 selected messages, and the
Storify had attracted more than 1,600 views. By September 2016,
that number had increased to more than 2,300.

Collaboration and Cooperation

In an article titled ‘Design as Participation’, Kevin Slavin traces our
changing ideas regarding the role of the designer and the ‘user’
for whom he or she is assumed to be designing. He asks how
design processes and outcomes would be different if designers
designed for participants, rather than for users. Furthermore, he
comments that the new generation of designers has learned to
work with “complex adaptive systems” and do not think of them-
selves as designers in the way that designers used to. They are
much more humble now.

The designers of complex adaptive systems are not strictly
designing systems themselves. They are hinting those sys-
tems towards anticipated outcomes, from an array of existing
interrelated systems. These are designers that do not under-
stand themselves to be in the center of the system. Rather,
they understand themselves to be participants, shaping the
systems that interact with other forces, ideas, events and



other designers (Slavin, 2016).

In order to navigate effectively in a world comprised of complex
systems and difficult problems, we will need to learn how to
organize ourselves in ways that make the most of what each of

us see, know, and are able to do. We can do this by collaborating
on shared projects, using technologies and strategies that enable
us to work effectively in groups to arrive at considered, peer
reviewed, outcomes. We can also do this by cooperating over
networks that emerge out of shared interests and develop through
the sharing, exchanging, and remixing of the best information,
resources, and ideas.

Conclusion

We have developed technologies that allow us to see the world
in something approximating its actual, humbling complexity. As
our ability to model and simulate our environment improves, our
understanding of the interrelated nature of things increases. All
problems are wicked problems, but we have learned to oversim-
plify them so that we could arrive at a designed intervention that
we believed could offer a definitive solution — at least for a time.
We are beginning to realize that there are no firm, fixed problems,
but situations, relationships and environments that are in constant
flux. Our ability to influence, if not actually shape, our immeasur-
ably complex world depends on the extent to which we are able
to organize ourselves into a into collaborative communities and
cooperative networks of designers and design educators.
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ABSTRACT

Design academics, students and industry experts collaborative-

ly participated in designing an on-site system of organic waste
management (food waste) at the University of Technology Sydney
(UTS). With feedback from stakeholders in government, industry
and facilities management, the principles of systems thinking and
methods of service design were applied to a live transdisciplinary
project with students across disciplines of visual communication,
industrial design, fashion and textiles. The proposed model of
design education required students to engage in three phases of
transdisciplinary practice: 1. Problem formation, 2. Co-creation of
knowledge and 3. Implementation and evaluation of the end prod-
uct in an intensive two-week teaching period with students primed
to understand the approach as problem-focused. This consisted
of an evolving, emergent methodology, which was highly collabo-
rative in nature. By presenting the complexities and evaluation of
this model, we argue for the development of educational struc-
tures, methods and practices to support students in:

- ldentifying their values and perceptions of the situation by posi-
tioning themselves within the bounded system of organics waste
management at UTS through reflective self-auditing tasks;

- Reflecting on the intertwined nature of social and technical
systems through stakeholder mapping and collaboratively defined
systems of service provision; and

- Articulating how knowledge across disciplinary perspectives
might be integrated into team processes through group charters
and final design outputs.

The model presented here is a first iteration of an ideal educa-
tional scenario, charting the overall developmental phases of the
programme to illuminate challenges and opportunities for formu-
lating and negotiating design problems in transdisciplinary teams
co-producing design interventions.

Keywords
transdisciplinary, sustainability, organic waste

INTRODUCTION

This paper presents the experience of design academics, third
year design students and industry experts participating in a trans-
disciplinary design studio. The focus of the studio was to design
a more sustainable system of organic waste management (food
waste) on-campus at the University of Technology Sydney. With
feedback and interaction with stakeholders from government,
industry and facilities management personnel, students applied
principles of systems thinking and methods of service design to a
live transdisciplinary project. Throughout the two-week intensive
lab, students (across disciplines of visual communication, indus-
trial design, fashion and textiles) collaboratively worked toward
redesigning an organic waste system to process 100% of the food
waste on-campus for productive reuse in the Sydney precinct.

Aims and Objectives

The project had two key aims, firstly to become an exemplar for
how food waste management might be separated and recycled
on-site for use as a soil conditioner in the Sydney precinct. For
students, this required understanding the current system of food
waste management and how 22 staff and student kitchens, 11
cafes and source separating garbage bins accommodating the
equivalent of 34,000 full time students act as collection sites for
food waste. Working with infrastructure experts, facilities manag-
ers, researchers and their teachers, students proposed design
interventions so that campus food waste could be processed
on-site creating a nitrogen rich soil perfect for use in parks and
gardens. Students in this studio worked in collaborative teams
to design systems to support the social and technical change
required to successfully separate food waste on-site (e.g. source
separating bins) as well as educate (e.g. Signage, manuals) users
and support staff, speculate and envision alternative systems.

Secondly, the project aimed to trial and evaluate a ‘transdiscipli-
nary model’ of design education in which the educators required
students to engage in three phases of transdisciplinary practice:
1. Problem formation, 2. Co-creation of knowledge and 3. Imple-
mentation and evaluation of the end product, all occurring within
an intensive two-week teaching period. In defining
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transdisciplinarity, students were primed to understand the ap-
proach as problem focused, consisting of an evolving, emergent
methodology and being highly collaborative in nature (Carew et al.,
2010; Fam et al, 2016).

The Transdisciplinary Approach in Design
Education

Transdisciplinary forms of collaboration were posed in this studio
(and in this paper) as key to addressing the highly complex
sustainability problem of organic waste management, which by

its very nature is embedded across societal domains (industry,
government and community), involving a range of actors (cleaners,
café staff, students) all with differing perspectives, norms, and
values. In an attempt to support the identification and negotiation
of these contrasting perspectives, a series of skills development
classes were presented by the educators, including an intro-
duction to systems thinking, boundary setting and stakeholder
mapping to encourage students to consider the intertwined nature
of systems and the relationship between actors, institutions, infra-
structure and social/cultural values.

While transdisciplinarity has a long history of academic discourse,
a universally accepted definition for transdisciplinarity is still not
available (Jahn et al, 2012). Consequently, quality standards that
equally guide researchers, educators and project managers are
widely lacking. In an attempt to develop a transdisciplinary design
program, the authors adopted Jahn et al’s (2012) ‘ideal transdis-
ciplinary process’, which seeks common ground in transdiscipli-
narity discourse and identifies overarching features of a shared
framework of transdisciplinarity. The three phases and key char-
acteristics of a transdisciplinary process offered include:

1. Problem Formulation

This phase involves orienting oneself to the problem at hand and
framing the societal problem by understanding the relationship the
societal problem has to scientific and design knowledge. During
this phase the problem is collectively identified with input from key
stakeholders within the system of inquiry.

This phase required students to decide upon effective commu-
nication paths for collective, team based problem solving and
broadly research the problem of ‘organic waste management’.
This was done through personal waste auditing, a self-directed
literature review and through interactive engagement with an
expert panel of key stakeholders. Exercises to facilitate problem
formulation included systems diagrams, stakeholder maps, where
students identified, described, set boundaries and agreed on their
research focus in working teams.

2. Co-Production of Knowledge

Phase two requires clarification of the roles of designers and
stakeholders and the development of a collective learning pro-
cesses. Stakeholders are defined as not only representatives of
particular interests but also as key experts with relevant insights
into the problem situation. This clarification was a prerequisite for
the successful integration of design and societal knowledge over
the course of the project.

In co-producing knowledge students participated in a soft
systems mapping exercise (Cheackland, 2006, decided on and
mapped the key stakeholders in their defined system of interven-
tion, and shared knowledge in their teams, writing group charters
to guide their collaborative design processes.

3. Integration and Assessment of Results

The final phase focuses on the joint assessment of the design
results with the ‘expert stakeholders’ involved throughout the
process. Justification of the integration of results is explored in this
phase. Action, reflection, feedback and reiteration are encouraged
through an iterative action research approach. In the final phase
students justified their final designs in relation to the methodolog-
ical approach taken and the final conceptualization of a design
intervention in organic waste management. While students were
unable to implement their design in the short timeframe of the
design lab, students needed to justify a pathway for implementing
the design, the keys actors involved and the market potential to a
panel of experts from industry and government.

Building on the work of design theorists working in the area of
sustainability (Fry 2013; Tonkinwise 2014; Irwin 2015), we argue
that design has a key role to play in facilitating transitions to more
sustainable systems of service provision. Applying an under-
standing of the interconnectedness of technical, social, economic,
political and natural systems to address complex sustainability
problems is critical and has explicitly been incorporated into the
design of this project.

While the role of design in societal change has historically been
viewed as part of the centralised management of problems and
solutions, Irwin (2015: 7) indicates ‘a new transdisciplinary body of
knowledge related to the dynamics of change within complex sys-
tems is emerging that challenges these assumptions and has the
potential to inform new approaches to design and problem solv-
ing.” This centrality of transdisciplinary knowledge challenges the
familiar disciplinary divisions in design education and foregrounds
the need for project-based opportunities that call for collaborative
engagement. One of the most valuable aspects of participating
in transdisciplinary work is the shift in disposition that it potentially
brings about. Through transdisciplinary projects students gain a
perspective on the complexity of systems (such as organic waste)
within which they are personally implicated. In order to respond to
the challenge of designing for system change, students partici-
pate in intensive and collaborative knowledge generation, which
to some extent refuses disciplinary conformity. Whilst it can’t be
claimed that this experience alone can shift a design mindset,
particularly when the reinforcement of disciplinary thinking is such
a structural feature of design education, it can certainly expose
students to what is at stake in bringing about transitions to more
sustainable cultures and economies.

Method and Process

This paper presents primary research collected over a three-week
period during and after the transdisciplinary studio. Primary data
was analysed to explore how transdisciplinary practices support-
ed students in collaborative research projects. Interviews were
conducted with students mid-project to understand how students

TAI examples are available online here https://wealthforwaste.wordpress.com/



planned to integrate knowledge across disciplinary perspectives
within their teams. Group charters collaboratively developed by
students to set their own guidelines for collaborative research
were used to compare what students said they would do (in group
charters) and the perceived challenges of working collaboratively
(discussed in interviews). Reflection on class discussions on
collaborative exercises i.e. ‘jointly designed systems diagrams’
were a useful tool for encouraging students to let go of team own-
ership and embrace collectively developed outcomes. Individual
Blog Posts submitted at a class wordpress site acted as research
portfolios, where literature reviews on organic waste management,
personal waste audits and self-reflection on the process were
open to class discussion. The final data sources were Student
Presentations themselves, which provided insight into whether
students worked toward a collective output with student and ex-
pert panellists providing feedback validating the research findings.

Results and Discussion

In this section we discuss the date collected at the three stages
of the transdisciplinary approach as evidence to support the ar-
gument for the development of collaborative structures, crossing
disciplinary divides, and centering education on practice-based,
transdisciplinary forms of problem solving.

Problem Formation

During this phase, of all the design and research exercises stu-
dents undertook, the personal waste audit (an individual reflective
process that was assessed) was observed to be the most useful
in applying the transdisciplinary approach to a design studio.

The personal waste audit was completed in preparation for

class and documented on a class blog (https:/wealthforwaste.
wordpress.com/tag/blog-post-c/). Amongst more conventional
audits, students were given Lucas llheins’ environmental audit as
an example of environmental auditing conducted in a designerly
way (reference- MCA Ali). Students were encouraged to use their
design skills in drawing, photography and infographics, to person-
alise the systems thinking required of them. What was important
here was that through this exercise, each student positioned
themselves as part of the system before the class began. In other
words, students approached the problem as part of the problem
from the outset. The brief invited students to use their own daily
practices to think about the actual definition of organic waste.
They were also asked to consider their households, campus and
workplace to set the boundaries of the organic waste system
from their perspective. This meant that different disciplinary and
cultural perspectives were opened up with the very first task.

For instance, many students raised their reliance on externally
designed systems in their limited student housing options. Others,
who lived with their parents, talked about the difficulty in making
inter-generational challenges to long-running household systems.
International students talked about how many see themselves

as only temporarily part of local systems in Sydney, as they are
usually on three-year visas. They raised the issue that even if they
contribute to more sustainable organic waste systems while at
university, they are unlikely to transfer those approaches to their
very different lifestyles in their home countries (see Figure 2 for

examples of student waste audits). '

Students also learned from each other’s experiences in this
exercise. One fashion student considered the calico used in their
toiles as organic waste and documented the discarded fabric.
Another student commented that they sew calico every day but
had not considered the offcuts as organic waste until reading her
peer’s blog post. As the orientation phase of of this class required
students to research and define organic waste from their own
perspective, when students arrived at class they were already
engaged in a process of co-producing knowledge through shared
insights and learning.

Figure 1. Student Waste Audit, submitted for assessment and publicly available at https:/
wealthforwaste.wordpress.com/2016/06/13/blog-post-a-talking-about-bananas/
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Co-production of Knowledge

Through interviews, observation and written student feedback
the process that most resonated through the second phase of
the transdisciplinary process was the soft systems diagramming
exercise. Student feedback noted the process helped them better
understand the integration of different disciplinary perspectives
and the intertwined components of systems to be considered in
deliberately trying to facilitate system change.

A system diagramming exercise was conducted with students
whereby 6 groups of 5 students worked together to document

a complex system. Each group began the exercise by with large
sheets of paper, labelled with one of the following system: time,
space, plastic, sewage, food, paper. Each group had a different
set of coloured pens, which they held throughout the exercise.
During each round, groups had ten minutes to map a proposed
theme at their table according to a set of questions, before
moving to the next table. Themes included: technology and
infrastructure, people, values and culture, resources, practices
and policies. Over one hour, each group contributed to map each
system, focusing on a different component of the system. The end
result was a collaborative visualisation of six complex systems,
each of which had direct and indirect relationships to organic
waste. The visualisations, shown in the figure below, are difficult
to read for an outsider. For participants however they document a
transdisciplinary thinking process the authors deemed necessary
for understanding the complex relationship between the themes.
They were also a way of sharing insights across a collaborative
mapping process.

Table 2. Scope of mapping exercise adopted to facilitate collaborative research and
systems thinking

One student commented in the Student Feedback Survey that
this process was ‘Amazing! ... All the in class learning diagrams
we did were so helpful! | will even use them in the future’. Another,
when asked in an interview about doing soft systems thinking for
the first time in their design degree, commented that ‘I love it! |
learn well and analyse things well working that way and | need to
incorporate that into my [work in] fashion. Great way to come up
with ideas and solve problems’. Another said: ‘lts a good way to
take stock of the possibilities’.

Other students commented: | like that you’re thinking about
everything at once, the stakeholders rather than just the design
first and how the design will impact people’. As with the personal
waste audit, others pointed to the way design skills could feed into
this process: ‘I like that you can visualize, its not a word docu-
ment, it's a map of everything integrated, it forces you to think of it
all at the same time’.

Implementation: justification of transdisciplinary design
interventions

The final stage of the project required students to present and
justify their design intervention for managing organic waste
on-campus to a panel of experts from industry and government

in an interactive feedback session. While students were unable

to implement their final design within a short 2-week intensive
design lab, this phase of the transdisciplinary process focused on
encouraging students to justify the methodological approach, per-
ceived market and impact of their design on the current system of
organic waste management. This required students explain how
the development and engagement with social data informed their
research and the final design intervention.

As the design brief was student driven (as opposed to a precon-
ceived brief) students took the lead in the process of identifying
and justifying key issues in the project prior to posing a design
argument. The were therefore tasked with posing and framing
questions when the normative mode in education and profes-
sional practice is to respond to design briefs within determined
parameters. As Wood (2010) reflects, “ ...designers are underesti-
mated because they are often asked to solve problems at too late
a stage, or at a level that is too brief and superficial. On the other
hand, the narrowness of their basic education does not adequate-
ly prepare them for a higher level of engagement.” This design lab
aimed to provide students with the experience and skills to identi-
fy, justify and advocate for the design intervention they perceived
most critical for managing organics from their own cultural and
disciplinary perspectives.

For instance, a team consisting of international students identified
the critical need to engage Asian students unfamiliar with the
concept of ‘organic waste management’ in managing their waste
differently. The final design was a ‘phone app’ informing students
of the benefit and value of recycling organics and incentives from
local on-campus business. ‘It will serve as an all-in-one hub for
all utilities for UTS students and staff by combining social media,
timetable and booking system, interactive maps, integrating with
an organic waste management education system that will start
educating users with an implemented reward system to encour-
age recycling and separation at its source’.

Figure 3: Soft systems diagrams generated by the entire class around themes of
plastics and food and time.



Image 4. All-in-one Hub application for students

Conclusion

This paper focuses on a single design studio as an experiment in
applying transdisciplinary approach to design education. While
limited in scope, it opens up a range of important questions for
design education:

¢ \WWhat roles can designers play in developing transdisciplinary
approaches to sustainable systems?

® How can students be supported in understanding and
practicing these roles?

* How can they be supported in transitioning their own
practices to accommodate a transdisciplinary perspective?

By presenting the complexities and evaluation of this model of
design education, this paper argues for the development of col-
laborative structures, crossing disciplinary divides, and centering
education on practice-based, transdisciplinary forms of problem
solving. It forms part of ongoing research towards developing
design and designers as core partners to transdisciplinary work.
The model presented here is a first iteration of an ideal education-

al scenario. It charts overall developmental phases of a program
to illuminate practices required by students to effectively formulate
and negotiate problems, co-produce knowledge and evaluate
success in transdisciplinary projects (Jahn et al 2012). In doing so,
it aims to significantly rephrase design practice, exposing a deep-
er range of roles for designers as intrinsic to an understanding of
transdisciplinary methods, tools and practices.
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ABSTRACT

The importance of employability in higher education led leaders

on an interior design degree to introduce an innovative module

that embedded the notions of collaborative working. This paper
presents the analysis of three different iterations of the collaborative
exhibition module in a post-1992 UK University. The module was
designed to provide students with the opportunity to work and
engage with their discipline beyond the studio environment. Using
data from a digital questionnaire, interviews and the module evalua-
tion, the paper explores the student experiences of the module as a
form of independent learning, the challenges they encountered and
its relevance to the wider employability agenda. We present these
findings under three themes: (1) the importance of employability;

(2) the ‘challenges of collaboration’ and (3) ‘time for reflection and
autonomy’. The paper concludes by emphasizing the value of this
mode of study for producing deep and autonomous learning.

Keywords
beyond the studio, collaboration, peer learning

INTRODUCTION

Employability has been high on the higher education agenda for
the past decade in the UK and many universities have developed
employability strategies, which are embedding elements into the
design of their courses. Smith, Clegg, Lawrence and Todd (2007)
report on the pedagogical benefits of providing opportunities for
work-related learning where students can reflect upon real world
work experience. The UK Higher Education Academy (HEA) and
the Higher Education Council for England (HEFCE) have been

at the forefront of supporting British universities to design the
curriculum with an employability focus. The literature in this area
is developing rapidly but there is a paucity of research within the
field of Interior Design.

The "Collaborative Exhibition" project reported on in this paper
has been the output of a second year Interior Design BA (Hons)
module in a modern UK university. The project was designed

to provide the students with the opportunity to develop as a
reflective practitioner and progress an understanding of different
professional contexts in which they may work and enhance their
ability to contribute to them. By working with a range of external
‘experts’ (who offered a research topic or design brief) the project
aimed to engage the public and the student designers together
with complex research and societal issues.

The paper starts with a brief review of the literature, concentrating
on theory to practice links. We then outline the context for the
study and explore the pedagogical intentions of the modules’
designers. The methodological approach outlines and our findings
are discussed. We conclude with a brief discussion on the effec-
tiveness of the approach and challenges for students of moving
between different forms of knowledge.

Context

As the leaders of the “Collaborative Exhibition” project, we designed
the learning outcomes of the module with a key focus on the need
for the learners to develop an interdisciplinary and collaborative
approach to their learning. We were especially concerned with pro-
viding opportunities for the transfer of learning from the University
environmnet into the workplace environment, and then to incorpo-
rate that learning back into the students’ learning.

Mestre (2002:3) has described the transfer of learning as “the
ability to apply knowledge and procedures learnt from one context
to new contexts”. Within the module under discussion here, that
transfer of learning is described as “far transfer” by Mestre — that



is “the ability to use what was learned from one setting to a differ-
ent one as well as the ability to solve novel problems that share a
common structure with the knowledge initially acquired” (Mestre,
2002-3). In order to best facilitate this transfer of learning; the
module also drew upon an experiential learning approach. Boud
notes that “Learning builds on and flows from experience: no mat-
ter what external prompts to learning there might be — teachers,
materials, interesting opportunities — learning can only occur if the
experience of the learner is engaged” (Boud, 1993:8).

Interdisciplinary Working

The experience for these learners came in the from of the collab-
orative working practice which required an interdisciplinary and
experiential outlook which, within design research and practice,
is recognised within the literature as opening up a designer to a
range of ideas and knowledge (Svensson, 2003), the importance
of these fuzzy boundaries and the ‘unknowing’ — being open

to letting go of ‘what we know’ is core to being interdisciplinary
(Svensson, 2003). This way of working across and between
disciplines is an ‘arts endeavor’, the coming together of scientific
research and practice based ‘arts’ practitioners (Leach, 2005).
This approach is becoming more commonplace within research
outputs from research councils (e.g. The Welcome Trust and
ESRC/AHRC). The module we developed drew heavily upon these
ideas of supporting students to develop the skills and attributes
connected to developing an interdsiciplinary outlook.

Collaboration

An additional guiding theme of the module was to expose the stu-
dents to opportunities and challenges of working in a collaborative
environment. Teaching the tools to support collaborative working
practices is important within design education (Tovey, 2015) and
these are ever more at the forefront of key transferrable skills
needed by students. Risk taking is also essential to innovation:
Young people entering work in the twenty-first century need to
take risks in order to develop a range of appropriate design solu-
tions to a given problem, as well as addressing everyday challeng-
es (Andriopoulos and Lowe, 2000).

In summary, this project was developed with two underpinning
themes. It was designed to replicate the scenario of a collabora-
tive arts endeavor, as working alongside industry professionals
like this, students were challenged to apply their spatial design
knowledge in a creative yet practical way, and using a range of
design and fabrication techniques. Students were encouraged to
be experimental in their approach, take risks through the develop-
ment and creation of their ideas and to work effectively within their
teams managing their own project delivery with their client. This
method of working and project delivery helped students to devel-
op key skill sets of negotiation, timekeeping, problem solving and
the sharing of information and ideas that will contribute to student
employability and ‘graduateness’. Although students were sup-
ported in the project through a series of workshops and tutorials,
tutors were aware that the scope of the project required students
to cope with a higher level of uncertainty and self-direction than in
a more formal studio project setting.

Study Methodology
Module Background

The study of the Collaborative Practice module took place in a
post-1992 UK University. This module is a 30-credit compulsory
2nd year module, studied over one semester. The module learning
outcomes state that students will employ skills of critical awareness,
evaluation and self-appraisal to reflect upon their design practice
and that of others, producing work that demonstrates and commu-
nicates an appreciation of its social, cultural and economic value.

Students are expected to devote approximatly 25 hours of
class-based and self-managed time per week to the module.
The module permits students to engage with a range of external
clients who provide a live client brief. Students are provided with
client project titles and then work in groups to determine how the
project brief will be met and delivered. The students are required
to meet on a regular basis (at least once a week) with the module
tutors who provide feedback and support where this is required.
The module used blogs to communicate and reflect this was help
to develop their understanding of a wide range of professional
contexts and will enhance their ability to contribute to them. The
assessment of the module was undertaken using both self-as-
sessment and peer assessment with staff acting as moderators.

Study Design

This project has been running for the last three years in different it-
erations. In 2016 students 85 students from levels 4 and 5 worked
together over a 3-week period. This paper takes a review of the
experiences over the three year period. The student numbers
involved over the 3-year period being studied were:

2013/14 41 students 12 experts
2014/15 45 students 16 experts
2015/16 85 students 12 experts

The study undertaken was qualitative, small-scale and explorato-
ry. It attempted to understand how the students involved with the
project developed a better understanding of working with a 'live'
project with external stakeholders. The key research questions we
were concerned with were:

1. What were the experiences and perceptions of the students
who took part in the ‘collaborative exhibition’ design project?

2. What were the student’s perceptions and experiences of
working with external stakeholders?

To support answering these questions the study design involved
three main points of data collection:

1. A digital questionnaire sent to all student, expert and staff
participants from the 2015/16-exhibition project. 19 respons-
es (July 2016).

2. One-to-one semi-structured interviews. The sample included
4 students & 1 expert from the 2015/16 & 2013/14 exhibi-
tions (May 2016).
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3. In addition to the interviews, the author’s analsysed the
student feedback on the module over a three-year period
from the module evaluation forms. The sample included 158
student responses (evaluations took place during the module
— when exhibition had not taken place).

The sample is, as far as possible, representative of the larger
student group in terms of age, gender and level of study.

Data

Our data are presented under three headings; Student voice,
Expert feedback and staff reflections to offer viewpoints from all
stakeholders involved.

Student Voice

One of the early challenges for students was their understanding
of the relevance of the project to their subject specialism of interior
design. When asked to reflect on the project one student com-
mented “don’t assume that just because the type [of project] isn’t
directly linked to interior design that it won't be useful to you or
your skill development”. Taking them out of the traditional studio
learning environment was seen as positive to some, “the freedom
of direction was great” commented one student, while another
highlighted the difficulties of “working around other team mem-
bers schedules and making sure that everyone put equal effort in”.

The group selection process was also challenging for some
students. Working with students they were not familiar with, they
were asked to discuss, negotiate and agree upon an allocation of
tasks based on individual strengths and weaknesses. One stu-
dent described “it is alright to let the ropes go and be led, instead
of always stepping up to lead the group. | learnt to encourage
others for their opinions and improved my workshop abilities and
developed my understanding of technical practices”.

It is clear from our in module findings that students wanted more
guidance from tutors around the development and management
of shared ideas. One student was clear that they would like “more
guidance and reassurance in how particular tasks can help stu-
dents, even if indirectly’. While each group was invited to a weekly
tutorial with further opportunities to share best practice with the
wider student group, the teaching team were keen to act as facili-
tators and let the group direct itself.

Many students were clear that one of the best things about the
project was “working with a real client, with people you wouldn’t
normally work with”. This engagement with industry helped stu-
dents to focus their ideas and be professional in their approach.
Students are also encouraged to communicate with their experts
and the wider group through a blog and use this as a tool to
record their process and reflect upon it, thus learning valuable
communication skills.

One student commented “In the early stages when we got our
expert we said that we didn’t want that particular client, but then
when you think about it, whoever you have, its similar to real life.
You don’t choose your client. You learn how to deal with them,
and convince them, and from simple ideas you can make a really
good project”.

In discussion with students two years after they had taken part in
the project, one student was keen to highlight that “for me now,
after that project, | always think about the experience of the user.
[...] in every project | do | try to explain the experience through
materiality”.

Expert Feedback

The experts we spoke to felt this was a beneficial project to be in-
volved in. The idea that this was an innovative way of working and
a new opportunity, both to learn and work in a different manner
were reasons given for taking part in the project.

The interdisciplinary way of working was described as a key plus
point to taking part in the project — one expert described “the
great diversity of projects and approaches from different back-
grounds” as a stimulus for their own research work going forward.

Student confidence and professionalism were highlighted as
strengths within the project; the standard of the work produced
was surprising to many experts.

There was a tension from the experts viewpoint in relation to the
timescale of the project and the expectations regarding amount
of time needed from them. One expert said “more time needed to
be given over to experts to interact and work with the students on
the installation”. They also stated that in that they felt the students
needed more time to spend on the project.

Staff Reflections

There were six staff working on this project. From the staff
feedback it is suggested that one of the key strengths of this
project was the chance to be interdisciplinary. One staff member
suggested it was the “mixing together of many profiles, skills and
backgrounds” that made it a success. The staff teaching team
provides a range of experience working across the disciplines of
interior, visual communication, product and fine art.

One of the key challenges faced by all staff was achieving the
outcome within the three-week time period set for the project (in
2015/16). It was felt there were tensions for staff between taking
risks and letting students “get on with it” and stepping in to make
sure the exhibition actually took place. One staff member de-
scribed the importance of space for “practice based experimenta-
tion” and was concerned that this time period did not allow for it.

Discussion

From the results of the study, it appeared that the learners on this
module perceived the module as largely worthwhile. We discuss our
findings under three themes; ‘the importance of employability’; the
‘challenges of collaboration’ and ‘time for reflection and autonomy’.



The Importance of Employability Skills

The importance of working with external stakeholders was clearly
valued by students, experts and staff. Students in particular val-
ued the skills that they perceived would support them in employ-
ability — working with people external to the university, communi-
cating with clients in a range of different settings and learning to
work effectively as a group.

The experience of this module, has, for some students, had
long-term impact — the student who described herself as always
‘thinking of the user’ as a result of doing this project.

There was a high intrinsic value, which extended beyond the
module. Students were producing a sizable and self-contained end
product in an exhibition setting to a public audience, and many of
them felt this was an achievement in its own right. This tangible out-
put was the result of a new and sometimes uncomfortable learning
experience for students that went beyond the normal studio prac-
tice and extended the module learning outcomes into transferrable,
authentic ‘employability’ skills. The ‘authenticity’ of the module is in
the ‘real’ outcome as a vehicle for student learning.

The Challenges of Collaboration

Meeting professionals working across a range of disciplines was the
key driver in the design of this module. It was also important for staff
to organize the student groups in such a way as to offer cross-fer-
tilization between the different years. This approach provided each
cohort with an opportunity to learn with and from each other.

The process of co-design involving negotiation and consultation
with both peers and external experts was seen as a challenge
that created tensions for both the students and the staff. When
working in interdisciplinary teams the idea of ‘letting go’ what you
know or your way of working is key to successful collaborations
(Svensson, 2003). From the data, students, experts and staff
struggled with being able to do that. One student highlighted that
the most challenging aspect was the group dynamic and trying to
get everyone to work as a team.

A number of students asked for more guidance within the
structure of the project during the on-module evaluation. Expert
feedback also showed that they felt they needed more time to
effectively work with the students on the project. Staff also shared
concerns about their role in facilitating the students to get the
work complete within the allotted timescale.

Time for Reflection and Autonomy

There were inconsistencies in the responses from the students
when the data was compared across the on module evaluation
and the questionnaire. The staff team commented that the module
evaluations took place during the project but before the exhibition
opening night. Many of the positive comments from the students
were describing the exhibition opening night as a success. ‘Our
work looked amazing!’, said one student, while from another “well
guys, we've managed to do a pretty good job, despite some tech-
nical errors. Everyone’s work looks amazing, and I'm really lucky

to be working amongst so many talented, creative and innovative
people. | was chuffed to bits with how every group had contribut-
ed something fantastic to the Colab project”.

The module required students to reflect on their experiences and

to use both reflection-in-action and reflection-on-action. Beard and
Wilson have described reflection-in-action occurring during the ex-
perience band which involves making sense of the experience while
it is happening. Reflection-on-action occurs when the students
think about their experiences, analyze them and produce personal
theories (Beard and Wilson, 2002-197). This ability to reflection on
and in action encourages deep learning (Gibbs, 1992-2).

Many students did not manage to achieve the autonomous
‘reflection-on-action’ and from our follow up questionnaire and
interviews is seems some students needed space and time to
see the relevance of the project to their specialism. And for many
this reflection did not happen until the students move beyond the
university environment.

Concluding Reflections

The module was designed to offer students the opportunity to de-
velop skills that are appropriate and transferrable to employment.
Students were encouraged to make connections between their
studio practice and apply this creative design approach of prob-
lem solving, to more direct real life issues. This experience would
provide them with a range of key employability skills as well as the
opportunity to see their ideas and making, put into practice, in a
real life setting.

However, the module was also designed to foster deeper learning
and encourage students to work with meaning so that their learning
was transformed in some way. It was hoped that through reflection,
students would apply the knowledge and experiences gained from
this real life context, to future contexts, and that it would impact
upon their approach to and the outcome of, their design project
work. It is evident from our data that some students have been able
to transfer their learning in this way, however not all students have
the capacity to develop a reflective approach.
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“Pecha Kucha” presentation style as a way to increase fashion
design students’ ability to present, articulate and communicate

fashion design concept effectively
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ABSTRACT

LASALLE College of the Arts is a tertiary education institution in
Singapore and has a current enrolment of 2300 students, offering
Diplomas Degrees and Masters programmes. The population of
students is 60% Singaporeans and 40% foreigners, mostly from
Southeast Asian countries. Every year, all the students from the BA
(Hons) Fashion Design and Textiles degree programme who pro-
gress from the year two to the year three are requested to develop,
articulate and formulate a fashion concept that will form the basis
of their Graduate Collection. The graduation collection represents
the culmination of the students’ studies and reflects the integration
of theoretical knowledge through the practical and technical skills
of each student. The fashion design students usually presents
their collection during a graduate fashion show at the end of the
academic year.

Presentation and oral communications are often assumed having
been acquired during previous courses (Shaw, 1999). This assump-
tion also exists in LASALLE College of the Arts. These skills are of-
ten neglected, as they are not the main objective in the curriculum.
This is reflected in the poor abilities of graduating students to pres-
ent and articulate their research and creative outcomes with con-
fidence (LASALLE Division of Students Administration, 2013). The
students are not lacking of creativity and they are perfectly capable
of applying theoretical knowledge on their designs, but when they
are asked to present and summarise the research and ideas behind
their fashion concepts, they have difficulties to express the rationale
in a systematic and articulated manner. Grubaugh (1990) stated
that many students have a difficult time anticipating and making oral
classroom presentations. Outside of school, formal and informal
speaking is also difficult. Talking in front of a public is an intimidating
act. A study by Kember (1996, 2000) stated that some students
attempt to memorise their text for presentation and this method has
been widely attributed to Asian students. A student adopting a sur-
face approach does not seek understanding and therefore relies to
memorisation, says Kember (1996). Marton and Saljo (1976), in an
exercise where students were asked to read an academic article,
argued that students adopting a surface level processing directed
their attention to the text itself, employing a reproductive orientation
learning method. Deep level processing on the other hand implied
that attention was directed toward the intended underlying meaning
of the article. Rote learning is widely utilized in Asian education
systems and gives excellent results (Li, 2005).

Experience from our classrooms show that to articulate deep crea-
tive concepts, in a fashion design context, memorisation techniques
are not efficient. It is essential for students to be able to construct

arguments rather than present already composed written argu-
ments to enable them to liberate their creative potential. The purpose
of this study was to examine the use of Pecha Kucha presentation
style in a fashion design studio environment, instead of a tradition-
al PowerPoint presentation style to explore students’ abilities to
increase concept presentation, articulation and communication
skills. Students from class BAFDT5A were introduced to the Pecha
Kucha methodology. Students also attended the Singapore Pecha
Kucha Night and presented 4 times their collection concept over a
period of 4 weeks. Students were also given an assessment form
for peer review. Lastly marks were compared with the marks form
the previous cohort and the results showed and increase of final
semester marks to the highest bandings.The information generated
by this study will be of value to Fashion Design lecturers working the
School of Fashion, but could be applied to any design programme.
The results could provide design lecturers with a concrete method
that could ultimately improve students’ oral presentations.

Keywords
Pecha Kucha, fashion concept, fashion design
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INTRODUCTION

LASALLE College of the Arts is a tertiary education institution in
Singapore and has a current enrolment of 2300 students, offering
Diploma Degrees and Master programmes. The population of
students is 60% Singaporeans and 40% foreigners, mostly from
Southeast Asian countries. Every year, students from the Fashion
Design and Textiles programme are requested to develop, articulate
and formulate a fashion concept that will form the basis of their
graduate collection. The fashion design students usually present
their collection during a graduate fashion show at the end of the
academic year. The graduation collection represents the culmina-
tion of the students’ studies and reflects the integration of theoreti-
cal knowledge through the practical and technical skills acquired in
this particular domain of design. In design studio classes, students
would develop a broad conceptual approach of the principles in
fashion design and are expected to expand their visual literacy to
support conceptual innovation in fashion. The fashion concept

is what ties up all the elements of a fashion collection together to
create meaning, depth and aesthetic values. Fashion students need
to be able to communicate effectively the essence of their design
ideas to their peers in the classroom and subsequently to the world
when they would enter the industry. But students often struggle to
communicate their creative ideas effectively. They get easily con-
fused and don’t know how to organize their ideas and thoughts

in an orderly manner when they are asked to present to their
classmates or during individual consultations. The idea to use Pe-
cha Kucha presentation style appeared to be a potential solution
to this problem as this presentation style, in which 20 slides are
shown for 20 seconds each, in 6 minutes and 40 seconds in total,
has been used by architects, management or medical educational
courses, to keep students presentation concise and fast-paced.
The slides do not have bullet points, but rather a picture. As the
pictures transition across the screen, the speaker simply tells a
story. This study explores the utilization of this method in a fashion
design studio context.

Statement of Problem

Presentation and oral communications are the most widely used
skills in human interactions and are often assumed having been
acquired during previous courses. They are often neglected, as
they are not the main objective in the curriculum. It can be difficult
to schedule speaking time in a large class. No special effort is
made in this area, in a practical design studio context, as it takes
up time from lectures and discussion, tutorials or on important
subject matters. This is reflected in the poor abilities of graduating
students to present and articulate their research and creative out-
comes with confidence. The students are not lacking of creativity
and they are perfectly capable to apply theoretical knowledge
into their designs, to propose and realize fashion collections. But
when they are asked to present the origin and the essence of their
ideas, they have difficulties to express them in a systematic and
articulated manner. There are various reasons that can explain
the difficulty students have to be fluid with the communication of
their ideas. Grubaugh, (1990) stated that many students have a
difficult time anticipating and making oral classroom presenta-
tions. Outside of school, formal and informal speaking is also
difficult. Talking in front of a public is an intimidating act. A study
performed by Kember (1996, 2000) stated that some students

attempt to memorise their text for presentation and this method
has been widely attributed to Asian students. Spontaneity is a

key element to speak and articulate arguments freely to liberate
the speech. A lack of confidence can also be a hindrance for
students to dare to speak and express themselves. Higher levels
of self-esteem within a classroom setting, regardless of biological
sex, has been related to lower levels of communication apprehen-
sion (Daly, Caughlin, & Stafford, 1998). The fear of saying some-
thing wrong can keep students from expressing themselves and
discourage them to speak. One of the many aspects that can help
students to articulate and communicate their design processes
more effectively is to rehearse and repeat presentations. There are
reports that assert oral presentation skills are important because
they enable students to demonstrate higher levels of cognitive
thinking and development (Maes, Weldy, & Icenogle, 1997; Ulinski
& O’ Callaghan). Presentation skills seem to be the appropriate
tools | would use to train students to elevate students’ cognitive
capacities to help them organize their fashion concepts.

I’'m proposing with this study to implement and test a presentation
style, called Pecha Kucha that has been practiced successfully in
different educational programmes such as marketing, business

or even master thesis writing. What has been discovered is that
Pecha Kucha stimulates rhetorical revision of students' initial argu-
ments. Laurie E. Gries (2010). The Pecha Kucha slideware is used
to construct arguments rather than present already composed,
written arguments. This is what expected from students when
presenting their collections. The purpose of this study will be to
examine the usage of Pecha Kucha presentations techniques in

a fashion design studio setting. The specific research questions
addressed in this paper will be the following: Would the introduc-
tion of Pecha Kucha presentation style increase fashion design
students’ ability to present, articulate, and communicate fashion
concepts effectively?

Methodology

That study was performed in one class of bachelor degree stu-
dents enrolled in the Fashion Design and Textiles programme. The
students enrolled were in their third year and were specialising

in four different areas: Womenswear, menswear, fashion textiles
and creative pattern cutting. That class composed of students
from Singapore, China, Malaysia, Indonesia and India. There were
14 female students and one male student. The study period was
scheduled in five sessions. Oliver and Kowalczyk (2013) thought

it was important to provide students with additional training and
support before the final presentations. The first session was an
introduction of the Pecha Kucha presentation style explaining

the principles of the presentation and live examples were shown
to the students using videos from the Pecha Kucha website and
from YouTube (http://www.pechakucha.org/). The next session
brought the students to the Singapore Pecha Kucha Night 2015
edition that luckily took place at the National Design Centre during
the period of the study, where more than 20 individuals present-
ed a large variety of topics to a full house, all in the Pecha Kucha
form. This was a valuable experience for students who had never
seen a fast pace presentation live. The three following sessions
were scheduled for each student to present their graduation
collection creative process in 20 slides. Students were asked to
narrate their creative journey with images. In total each students



was scheduled to present their Pecha Kucha slides four times,
including the final presentation. Arias, M. P. (2014) suggested to
introduce a question period at an intermediate stage with the
other students and the tutors posing questions at the end of each
intermediate presentation. After each student’s presentation, the
lecturer commented on the points that were not addressed during
the presentation. A question and answer session followed where
comments from peers addressed the clarity of concept delivery,
the speech delivery or the quality of eye contact. The lecturer and
the students were equipped with the same assessment forms,
with specific learning outcomes to achieve, to provide written
feedback on different aspects of each presentation. The results
of the evolution of presentations, week after week, were compiled
and posted on the learning portal, for students to monitor the
progression of their presentations. The last session was the final
presentation for the students, where students presented their
graduation collection, for final semester assessment, in a Pecha
Kucha format. Oliver and Kowalczyk (2013) in their study wanted
to reduce the time students use to talk about their background
information and enhance the talking about critical facts, key takea-
ways, and analyses for marketing presentations. Similarly, fashion
design students would have to synthetise all the information
pertaining to their graduate collection concept, in 20 slides. The
results from the presentation grading were compared to the previ-
ous academic students batch to see if there were improvement in
students communication abilities.

Procedure

The first presentation using Pecha Kucha style gathered 15 under-
graduate students (14 females, one male) from the Fashion Design
and Textiles programme were invited to participate to the Pecha
Kucha workshop (Table 1). None of the student had prior expo-
sure to Pecha Kucha, before the study was initiated. The first par-
ticipation of the students to this study was started with only seven
students’ participation. The other decided to prioritize tasks as the
intervention took place in the second part of the second semester,
where students were busy with the production of their graduate
collection. It would be beneficial to introduce this presentation
style earlier, at the beginning of the student’s first semester. The
presentation to the students started with the by distribution of the
assessment forms

Beyer (2011) evaluated students on content, organization, voice
quality, eye contact, visuals aids, and an overall score for the
presentation. A similar system (Form 1) was used and presented
to the students. The assessment criteria were explained right
after the introduction to Pecha Kucha. Some students went over
the required timing so the Pecha Kucha principles were reiter-
ated. Expectations were explained to students during the first
presentation. Students were quite accurate and consistent in
the feedback they provided for their peers. Students engaged in
the feedback critique and questioned what was asserted in the
presentation, therefore helping each presenter to clarify the origin
or nature of each student’s concept. The different assessment
criteria were addressed during the question and answers. When
the lecturer estimated that the comments were insufficient, he
addressed different points, highlight the interesting part of the
concept that needed to be developed to help the student to see
what was interesting about their creative journey and acknowl-

edged the elements of the concept that need to be highlighted.
Both students and instructor rated presentations to in the good or
very good range. There were no significant differences for any of
the presentation quality as rated by the instructor or the students
(Table 2). That demonstrated the assessing process and the
quality expectations are well integrated by students. Grades were
not very high as expected for a first presentation. There were no
significant differences, regardless of presentation style, in assign-
ment grades, hours studied per week, presentation preparation
time, or attitudes towards assigned presentation style. Thus, stu-
dents who used Pecha Kucha did not spend more time preparing
for their presentations. A final experiment examined differences

in presentation style using a within subjects design to account for
individual differences across presenters. Students’ comments for
this presentation focused on the quality of the speech and the or-
ganization of the images in the presentation to clarify the concept
of the collection. Students at this stage were all trying to get used
to the presentation style and remember their ideas.

For the second presentation using Pecha Kucha style, five stu-
dents participated in the second session, and two students were
doing it for the second time (Table 1). All the other students were
new, and didn’t attend the first introductory session. The proce-
dure was the same as during the first presentation. New students
were briefed on the assessment and feedback procedures. The
results in from the Pecha Kucha presentations marks (Table 2)
demonstrated that the students, who presented for the first time,
scored the same grades as the students who presented for the first
time in the previous session. The grades given by students and by
the lecturer were still within the same range. These results demon-
strated again that the marking criteria (Form 2) were well integrated
by the entire student’s cohort. The two students who participated
in the first presentation session improved their overall rating grades,
showing that they were more confident in the second session. The
feedback comments addressed higher level of confidence, better
speech quality and clearer articulation of concept. As Levin and
Peterson (2013) stated in their study, that the overarching goal of the
Pecha Kucha assignment is to teach students how to communicate
an argument with a clearly stated thesis. The individual rehearsal of
the Pecha Kucha and the preparation the students did after the first
presentation were starting to show positive results and transfor-
mation in their ability to communicate their ideas. The quality of
their presentation was enhanced. Students were slowly building
confidence in visual literacy.

For the third presentation using Pecha Kucha style (Table 1), eight
students participated and two students were doing it for the third
time. All the other students were doing it for the second time,

one coming from the second session and four coming from the
first session. At this stage two students never attended any of
the sessions (Table 1). The procedure was the same as those in
the first and second presentations. The results in Table 2 shows
that the students overall maintained the quality of the standard
acquired in the previous presentations. At this stage, there was
more improvement in the lecturer’s feedback than the students’.
The students’ comments were putting emphasis on smaller
adjustment details, related to the presenters’ posture or the eyes
direction, rather than more important missing elements in the
slides, as it was the case in the first presentations. Some students
made a positive comment after the presentation. They said they
liked the Pecha Kucha because they couldn’t read the notes they

063

Education - Full Paper



064

CUMULUS HONG KONG 2016

had initially inserted in their slides and they also mentioned they
had to fasten their speech pace with the slide timer. All of them
stopped commenting what was visible in the slides images and
started to talk about background information that were not visible
from the slides. Some students started to be able to construct an
argument rather than present already composed written argu-
ments from their notes. Some other became capable to formulate
initial rhetorical revisions of initial arguments.

Data Analysis

The data was compared with results from each preceding pres-
entation and with results from the previous academic year (Table 3).
The comparison of students’ final semester grades for their gradu-
ate collection presentation, between the cohort from 2014-15 (Form
3), and 2013-14 (Form 4), demonstrates a visible increase of grades
in the upper section of the grading band. Of the 15 AY 2014-15
students, 20% achieved grades in the 90-100% band, against 0%
in the previous year. Of the student cohort, 33.3% achieved grades
in the 80-89% band, against 5.8% in the AY 2013-14 cohort. The
results demonstrate that the students in the AY 2014-15 were higher
achievers and were capable of developing more complex concepts
and articulating a higher level of thinking. The marking descriptor
(Form 1) shows that students achieved an exceptional grasp of the
principles and practice of the design process to produce highly
creative concepts with exceptional development of research with
relevant theoretical underpinning. There was exceptional communi-
cation of information, arguments and analysis at a professional lev-
el. The Pecha Kucha sessions visibly played a role in the students’
ability to articulate their fashion concepts for the final presentation
of their graduate collections. The repetition and the rehearsal of

the presentation technique played a role in their ability to present
and articulate their ideas. Not all the benefits of the increase of the
marks can be attributed to the Pecha Kucha. The students’ com-
mitment and preparation also contributed to the higher grades. The
Pecha Kucha itself was not sufficient. Some students who didn't
come actively to the training sessions scored well at the end of the
semester, showing that some students already had the talent in
presenting themselves and their work. They however had been in-
formed about the principles of Pecha Kucha and were aware of the
presentation system. The assessment forms form AY 2013-14 (Form
4) and the assessment form from AY 2014-15 (Form 3) is slightly dif-
ferent in the wording. They however address the same assessment
criteria that have been made more explicit in the AY 2014-15 The
learning outcome that was addressing fashion concept develop-
ment in AY 2013-14, was in the third section, practical an profes-
sional skills and was addressed in this form: Synthesise theoretical
knowledge, critical analysis and technical skills to contextualise and
realise a range of creative fashion design and textiles proposals.

It has been made clearer in the AY 2014-15 form by the ability to
orally, visually articulate and communicate a concept, and the ability
to translate the research findings into creative outcomes. The same
criteria had been assessed and compared with the results of the
two different academic years.

Conclusion

The findings indicated that Pecha Kucha helped improve some
aspects of students’ presentation skills. All the students managed

to get their collection concept across and they all managed to
learn how to engage with the audience. Findings indicated that
some aspects of students’ presentation quality improved and
students gained confidence to articulate their creative concepts in
front of an audience. It liberated the students from the rigidity of a
traditional word based presentation, based on rote memory, and
engaged them in a more intuitive type of presentation. Students
were subsequently interviewed by a national TV crew in the context
of the students’ participation to the Singapore Fashion Week New
Gen category. The interviewers commented that the four students
who were questioned and who all participated to the Pecha Kucha
experiment were confident in front of the camera and expressed
clear viewpoint regarding the inspiration behind their collections.
This event seemed to demonstrate that beyond the marking and
the grading of each presentation, students developed speech
autonomy and the capacity to articulate concepts verbally.
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Appendix

STUDENT’S PARTICIPATION
13t 2nd 3 Final
presentation | presentation | presentation | presentation

1 Student 1 | x X X X
2 Student 2 X X
3. | Student3 | x X X
4. Student 4 X X
5. Student 5 | x X X
6. Student 6 X X
7. Student 7 X
8. Student 8 | x X X
9. Student 9 | x X X
10. | Student X X X

10
11. | Student X X

1
12. | Student X

12
13. | Student X X X X

13

Table 1. Students participation to the Pecha Kucha presentation sessions.
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Students 18t presentation. Student’s average ond presentation. ard presentation. Final presentation.
names grading banding Student’s average grading banding | Student’s average grading banding | Summative grade
Student Lecturers Student Lecturer ratings | Student ratings | Lecturer Lecturers ratings
ratings ratings ratings ratings
1 Student1 | 50 50 60 60 60-70 60 60
2 Student 2 - - 40 40 - - 50
3. | Student3 | 50-60 50 - - 70 70 90
4. | Student4 | - - 50-60 50 - - 70
5. | Student5 | 50-60 50 - - 50-60 50 70
6. | Student6 | - - - - 60-70 60 70
7. | Student7 | - - - - - - 30
8. | Student8 | 60 60 - - 60-70 60 70
9. | Student9 | 50-60 50 - - 50-60 60 90
10. | Student 10 | - - 50-60 50 60-70 60 70
11. | Student 11 | 50-60 50 - - - - 50
12. | Student12 | - - - - - - 70
13. | Student 13 | 60-70 60 60-70 60-70 60-70 70 70

Table 2. Pecha Kucha presentations marks from students and lecturer. Marks are
marked from O to 100%. Threshold is at 40%.




Table 3. Comparison of students’ grades between 2013-14 cohort and AY 2014-15 cohort.

Form 1. Marking descriptors
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Form 2. Assessment form used in AY 2014-15 for the three first Pecha Kucha presentations



BA (HONS) FASHION DESIGN AND TEXTILES

SUMMATIVE Assessment Form (Academic Year 2014.15 Semester 2)
Student

Name H0OOOK Studem 1D AXNAX Class BAFDTNEA
GRADUATE PORTFOLIO:
Module Graduate Collection Module Code U-FH304  Credits 40
Submission Date 270415  Pumctuality ON TIME/LATE
Assessed 1) Portiolo (80%) mm""xfw
Homs 2) Creative Process Jowrnal (20%)  Submission Time  9.30am Specialism o
Taxtieal/ CPC
Assessed Learning Outcomes
. Crivcaly ovaluate and resgond 10 the noson of fashion design and testios a5 a colaboratve
Knowledge & d ay Wit e *agex
Underatanding L a ol that the P thecty and practce
- Itive Shills . Syrhastse krowledge and expersnce and p l 1 it %0 u range of dexign iaeuex
. Syrhesise theoretical knowladge, crtical amakysis and technical skills to cor hoo ond roakee o
Practical & ranpe of oreative fashion design and texties proposals
Professional Skilts v Prasect cresive projects o lashion ndusry profussioral standards
. Cor prop and wel! wd group dwte u ! ol
working snvironment
Transferable Skills s Montiy and assees Koy areas and hture possitiites for continuing protessional development of a

career n lashion

Ve gooe

bt i 4

Abifty 10 conduct resoarch in response to the
propmct bewml

Abiity 10 cxplore with a range of design
maethocs

Abiity 1o criticaly reflact in weiting

Attty 1o wiculale & narraiive crealive process

Overall ndicative Banading

s B B

Abiity 10 ey articuiate and COmMUNcHe &
fushon conoept

Aty 10 isually aticou ane and Commn icate &
fashion concept

Attty 1o terodude the ressscch Andings inlo
Orginal oreative ouoomes

Attty 1o wvsuate and selec! inmovaine lxshion
techriguus 10 resize your leehion concept
Attty 1o present work %o 8 profess ional queiny
standard

Abifty 10 manage work within a given time frame

Ve oo

O " Bandin

LASALLE COLLEGE OF THE ANTS

Form 3. Assessment form used in AY 2014-15
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ABSTRACT

There is increasing concern about integrating multidisciplinary
collaboration in design higher education, as part of the curricula of
design courses and particularly those that use digital media and
new technologies for multimedia projects or interactive applications.
This paper describes the MiXMEDIA NARRATIVES workshop aimed
at simulating the reality of media production and the paradigm shift
of digital integrated newsrooms. Its objective was to evaluate the
multi and trans-disciplinary challenges of the background knowl-
edge needed for the production of digital media content.

Integrating students from design, journalism and cinema in real-life
situations of team editorial development, with professional feedback
in collaboration with the editorial team of Expresso.pt. This news-
paper is one of the most important titles in Portugal and a reference
for the Portuguese journalism during the recent 44 years of the
country’s democratic system. Born in 1973, just one year before
the 1974 revolution, it became a journalistic reference for the public
through its weekly rich and diversified edition. Expresso was the 1st
newspaper in Portugal to launch its paper edition in html format and
more recently a digital daily edition in May 5, 2014. This last format
was the prototyping canvas used during this experiment.

The workshop provided an opportunity to analyze the challenges
of multidisciplinary collaboration in teams of future professionals
and the way in which they produce digital mixed-media content
with actual publication purposes. The workshop had several
sessions from initial briefing and concept development to the final
presentation of functional prototypes.

An editorial member from Expresso.pt’s team supervised the
sessions with the presence and support of the teachers from the
several courses involved. The data gathered from observation
notes, photos and video during the workshop sessions, was com-
bined with the results of the survey, the feedback from the faculty
members and the observations of the external professionals

from Expresso.pt’s editorial team. The mixed analysis produced
allowed the team to draw conclusions based on the pertinence of
these working environments for the development of a multidisci-
plinary culture and practice of design in the area of digital mixed
media production.

Keywords
mixmedia narrative, multidisciplinary design, prototyping

INTRODUCTION

The MiXMEDIA NARRATIVES workshop was aimed at simulating
the reality of media production and the recent paradigm shift of
the digital integrated newsrooms. Its objective was to evaluate the
multi and trans-disciplinary challenges of the background knowl-
edge needed in the production of digital media content. Integrat-
ing students from design, journalism and cinema in real-life situa-
tions of team editorial development, with professional feedback in
collaboration with the editorial team of Expresso.pt, the workshop
provided an opportunity to analyze the challenges of multidiscipli-
nary collaboration in teams of future professionals and the way in
which they produce digital mixed-media content with actual publi-
cation purposes. In the scenario of technological challenges of the
new paradigm of digital newsrooms, two apparently contradictory
tendencies of professionals’ adaptation and new learning meth-
ods can be described (Garcia-Aviles, 2004, 2011): the need for
profiles with multiple technical media editing knowledge (writing,
photography, video), “multi-skilling” and new professional special-
izations in digital media areas relevant for the production flux of
digital newsrooms, web-designers and developers and data spe-
cialists. The design of digital publications creates changes at the
level of the teams involved and the processes they use for content
production and development. The trans-disciplinary know-how of
the actual media production is leading to deep transformations in
team structure and its professional sustainability model. There is
increasing concern about integrating multidisciplinary collabora-
tion in design higher education, as part of the curricula of Design
courses (Fleischmann 2008, 2015), and particularly those that
use digital media and new technologies for multimedia projects or
interactive applications. Such media contents promote inter-disci-
plinary collaborations at all levels, for which it becomes relevant to
test and evaluate curricula experiences of multidisciplinary prac-
tice and development in design courses. The ultimate objective of
multidisciplinary team collaboration is not just the change of the
individual profiles but the transformation of the interdisciplinary
relational behavior and consequent trans-disciplinary practices
reflected in the final outcomes. Another structural component

of the studies of Fleischmann and Daniel (2015) and Angus and
Doherty (2015) is the necessary relationship between the curric-
ular practice of multidisciplinary education and the real world of
professional practice integrating several disciplines. Providing the
students with the opportunity of approaching “real problems” (An-
gus and Doherty 2015) with the added benefit of the participation
of professionals, allows for the construction of realistic scenarios
that replicate the several steps needed for creating a professional
product (Fleischmann and Daniel, 2015). Such a framework is



fundamental to the development of a design education methodol-
ogy based on a real world driven problem and solution. The digital
mixed media production requires approaches and solutions to
problems that go beyond the traditional design perspective for the
introduction of new physical products and relies on new process-
es, services, interactions, entertaining, collaboration and commu-
nication means, as well as other activities centered on the human
being (Brown, 2009). At the core of this approach is the ability to
be intuitive, recognize patterns and build ideas with emotional and
functional meaning so that they can be expressed through the
media in more than in words and symbols (Brown, 2009). Such
trans-disciplinary initiatives and solutions require the ability to
build collaboration and cooperation in project development in the
practical, academic and scientific spheres of design (Vieira, 2017).

Defining Digital Mixed-media

The expression, digital mixed media (abbreviated here as MixMedia),
is built upon the notion from Ryan (2003) that defines it as a specific
typology of “narrative media”, in which the type of sign in the media
expression and the number of channels, are used to produce diverse
narrative content in flexible media formats. This diversity in the ma-
terial character of the media is also a subject of analyses by Jensen
(2007) and brings it to the field of new digital media communication,
giving the expression a refreshed aesthetic perspective:

“Mixed media’ that combine materials in more or less
innovative ways are a familiar format in artistic practice

and criticism. The aesthetic gaze and the camera eye, as
developed by Bolter and Grusin (1999) and by Manovich
(2001), are valid perspectives on new, mixed media, as well”
(Jensen 2007, p. 21).

According to Jensen (2007) this new aesthetic needs to integrate
the digital interfaces based inputs with the physical models of
meaning in their narrative reality. The digital mixed media narrative,
the structural definition of which Jennings (1996) defined as re-
configurable and multifaceted, is particularly reinforced by Binder,
Thomas, et al. (2004) in their specific simulation of mixed media
environments for design students and is the field of this study.

Educational and Learning Proposal

The same concerns described by Fleischmann (2008, 2015) of
integrating multidisciplinary collaboration in design higher educa-
tion such as basic development of multidisciplinary practices and
time constraints, staff competence, and university infrastructure
are common to the design higher education system in Portugal.
In the context of the Faculty of Arts and Languages of University
of Beira Interior, Journalism, Design and Cinema undergraduate
courses have limited contact at the level of common structural
curricula units with direct connections to professional practice.
Such units are journalistic production, multimedia production and
direction and film genres. Students enrolled in these programs
were involved in the experimental workshop with the purpose of
developing interdisciplinary relationships and implementing prac-
tices of transdisciplinary outcomes for the final product.

The briefing proposed by an editorial member of Expresso.pt
newsroom challenged students with mixmedia journalistic work

for publication on the Expresso.pt website. The central theme was
“The state of the country” before the 2015 governmental elections.
All the journalistic production tools could be explored (interview,
report, infographics, video, etc.). The selection of final work was
dependent on the publication format and the Expresso.pt editorial
team approval. Evaluation was centered on the multidisciplinary
team project development and students’ background courses
were taken into account. Student’s main learning objectives were
conceptualization and production of journalistic content for a
digital, social and multiscreen environment, implementing and
validating a newsroom approach to the several disciplinary do-
mains (Multimedia Design, Journalism, Cinema), effectiveness of
multidisciplinary team work and analysis and evaluation capabili-
ties of journalistic work in the context and practice of an integrated
digital newsroom.

From a teaching and learning perspective the following questions
were under examination:

a) What are the principal challenges of integrating students from
different learning programs and different cultures of apprentice-
ship in teamwork?

b) What is the impact of the methodological and pedagogical ap-
proach on the quality of final prototypes and learning objectives?

The three main curricular objectives were coordinated and with
the workshop took taking place in the same room at the same
time for the three classes. For in order to encourage students’
participation, evaluation criteria such as being in the workshop,
justified absence and feedback to groups’ and contribution were
included. Evaluation criteria were also based on the curricular
structure of each course. Journalism students were evaluated
based on criteria such as journalistic value, technology used and
content composition. Multimedia design students were evalu-
ated based on criteria such as implementation of principles for
interface design, prototyping methods, interface flow (Ul), user
experience (UX) for narrative content and adequate and innovative
use of technology. Cinema students were evaluated based on
production values (framing, editing and cinematography).

Methodological Approach

The workshop was developed with a semi-structured and
semi-experimental approach involving mixed research methods
and various procedures of data analysis. Two student levels were
combined: undergraduates in multimedia design and cinema and
graduate students in journalism. A total of 68 students participat-
ed in the workshop, 36 from multimedia design (ageing 20-28), 13
from cinema studies (ageing 19-24) and 16 from journalism (ageing
20-24, with one of 39). In the first session the students made up
fourteen teams of four to five students according to their interest in
the thematic proposals from both students and teachers (Table 1).
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Group

Thematic

Journalism

Cinema

Multimedia
Design

Marijuana regu-
lation

3

Young African
football players

Flux of Brazilian
students to
Portugal

Web tool as self
learning

The role of
teaching
programming
in the national
education plan

Women'’s ac-
cess to jobs in
management

University
retention and
dropout rates

People as
brands

Digital as dis-
ruptor of classic
media

10

Mentality
change towards
homosexuality

11

False creation of
jobs with public
funding of pri-
vate companies

—_

12

New online
professions

13

Arts degree,
stay or leave the
country?

14

New economy
of the digital arts

Table 1. Teams of students’ by disciplines and thematic

The themes were analyzed based on facts behind ideas and
public relevance by the four teachers and the Expresso.pt editorial
member, Pedro Monteiro, who presented the briefing and super-
vised the working proposal. Pedro has a background in design
and is presently the multimedia content manager for Expresso.

pt, participating in the planning, production and digital narratives
editorial as well as the social network journal strategy and new
editorial digital products.

The workshop was composed of five sessions during seven
weeks between 13th of April and 29th of May 2015, with four
working sessions and one evaluation session (Table 2). An extend-
ed editorial newsroom meeting took place in the first session for
discussing ideas, themes, team building, role play and function
and tasks distribution such as planning, searching, collecting of
information and production of content.

The concept development phase according to the theme of each
group started in session two, and involved low resolution proto-
type sketching (paper prototype). A break of two weeks took place
after the first two sessions for information research, content pro-
duction and thematic exploration of ideas. The integration of the
produced contents and prototype concept selection took place in
the third session. There was then a break of three weeks for fur-
ther development of proposals. Integrating thematic content and
media editing took place in the fourth session for deployment of
functional prototypes following the guidelines and editorial formats
of Expresso.pt. Students were given one final week to prepare the
prototypes and presentations for the evaluation session.

A mixed-methods approach was adopted for analyzing this initia-
tive which included the following methods: survey (scale O - 5), a
group of five open questions and two binary questions, teachers
observation based on qualitative daily notes, photographic image,
video, low resolution prototype analysis, functional prototype
analysis, comments and notes from the Expresso.pt supervisor.
Students’ answers were collected in the last session of the work-
shop before the publication of marks.



Workshop 10:00 - 13:00 14:00 - 15:45 | 16:00 - 18:00
session
1. 14th April | Brief and Ex- Multidiscipli- Teamwork
presso.pt work- | nary team- Sustained
ing proposal building Studio
launch Digital
product
development
methodology
2. 15th April | Studio work Studio work Presentation
and proposal and devel- of proposals
building opment of
Detail working proposals
plan Detailed
working plan
for each team
member
3. 29th April | Studio work on | Teamwork Teamwork
project develop- | Sustained Sustained
ment Studio Studio
4. 20th May | Studio work on | Teamwork Teamwork
project develop- | Sustained Sustained
ment Studio Studio
5. 27th May | Final presenta- | Presentation Presentation
tion of proto- and evalua- and evalua-
types for team tion of team tion of team
projects prototypes prototypes

Session 1 Phase 1-Interpret

Session 2 and 3 Phase 2 — Develop

Phase 3 — Diverge

Phase 4 - Transform
Phase 5 — Converge

Session 4 and 5 (prototypes presenta-
tion)

Table 2. Workshop timeline of activities per session

Working Sessions Visual Ethnography
Analysis (Photography and Video) and
Observation Notes

Fleischmann and Daniel’'s (2010, p. 64) learning framework for
a real life scenario was the main methodology used during the
workshop, but some specific procedures were added to accom-

modate the learning environment of the several degree programs

involved in the workshop (multimedia design, journalism and cin-

ema). The sequence of sessions during the global timeline of the

workshop made use of the 5 phases characterized by Austin in his

conceptual design framework (2001, p. 214): Interpret; Develop;
Diverge; Transform; Converge.

The session notes and visual documentation in photography and

video allowed for a more detailed analysis and final evaluation of
the teams’ work and student engagement with procedures and

goals in the several work phases.

Table 3. Visual Ethnography analysis (Photography and Video)

Expresso Editorial Member Comments

The comment of Pedro Monteiro, the editorial member of Expres-
s0.pt is threefold:

Main challenges of the experience

“Putting together teams of students from different cultures
of apprenticeship and educational programs, and con-
vincing them to work with complete strangers from other
courses rather than their friends created a reflection of the
real world in which we rarely choose who we are going to
work with. However, the different backgrounds created
some difficulty: we expected a lower level of engagement

in ideas for narratives by the design students in relation to
the journalism students for example. The workshop format
tried to respond to these problems successfully. Finally, the
different skill levels of students reflected another difficulty
from the real world, since each student’s working experience
differed. A multidisciplinary practice was reached during the
time of workshop. Some projects were mainly completed
by students of one particular course, but in the end the best
projects were of those who worked better on teams and
achieved the best solutions.”
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Final prototypes

“Considering the fact that this wasn’t an easy challenge -
even in the newsrooms it is with great difficulty that the type
of journalistic object required in this workshop is developed
- and looking at the results this becomes obvious. | would
imagine that the imposition of themes closer to students’
reality, although it could seem less interesting, could lead

to better final results. Finally, some of the ideas were too
ambitious in terms of journalistic production and that was
disadvantageous for the students.”

Workshop learning objectives

“The workshop went well. Multidisciplinary skills in multi-
media content production don’t work if made in a silo. It is
ideal for a team to be aware of how each part of the process
occurs (comes together). Having the students from varied
areas collaborating together in the many different parts of
the process gave them a more realistic idea of the reality

of these types of content production. In time management,
production and post-production or final outcomes, we
noted the immature behavior of allowing everything to be
completed at the last minute, which demonstrates a lack
of understanding of the way in which this type of content
production works. This happened but not for lack of advice
from the teachers. With more students experience in these
types of exercises, planning and time management would
work better.”

Pedro Monteiro made other relevant observations such as:

some projects that didn’t follow the Expresso.pt guidelines were
surprisingly innovative; in general the projects didn’t include
enough interactivity; more fundamental theoretical knowledge

on information management should have been verbalized by the
students; better argumentation of decisions about the presented
narratives, as well as about the chosen sources of information and
news, should be clearly stated; the influence that students’ values
and judgment have on the project format and how evident they
become in the news and narrative pieces they create; avoiding
leveling of news content, since hierarchy in the content structure
can enhance communication; difficult access to information
sources and being recognized in a journalistic role.

Results

Survey Results

From the 68 students 54 (79,4%) answered the 11 questions sur-
vey and open questions from which 46,3% were women (N=25).
From the 54 answers, 44,4% correspond to Cinema students
(N=8) and Journalism students (N=16) and 55,6% correspond

to Multimedia design students (N=30). The mean values indi-
cated (M) are relative to a 0-5 scale. From the general results,
students were moderately receptive to the experience (M=3,22).
Participants were grouped into five categories accordingly to
how receptive they were to the experience and how successfully
they performed during the workshop. This categorization further
described leads the interpretation of results and concurrent data
analysis of diverse aspects.

The disconnected (N=3): These students didn’t attribute a
positive value to the initiative (M=2) and they didn’t felt prepared
for the workshop (M= 1,75). Difficulties in collaborating and
relating to colleagues from the same course on other teams

were noticed (M=2,75), and this increased with colleagues from a
different course on the same team (M=2,25), and worsened with
colleagues from other courses on different teams (M=1). However,
they were moderately motivated by the proposed theme (M=2,75),
available resources (M=3), fieldwork (M=4) and project comple-
tion (M=3). They were less motivated by the lack of competence
from other team members (M=2,5) and their lack of availability
(M=2,25). These students suggested that better communica-

tion among colleagues from other teams, more time for project
completion and a theme that interested the all team could avoid
discouraging some of the elements of the group (journalism in
detriment of design and cinema).

The discouraged survivors (N=15): These students who were
moderately receptive to the workshop initiative (M=3) felt some-
what prepared (M=2,5). They were moderate in relating and
collaborating with colleagues from the same course on other
teams (M=2,53), better with colleagues from different cours-

es on their team (M=2,93), and below average with colleagues
from other courses on different teams (M=1 53). These students
were receptive to multidisciplinary work. They were moderately
motivated with the theme proposed (M=2,6), available resources
(M=2,8), fieldwork (M=3) and less motivated by the competence
of colleagues’ on their team (M=2,26, their lack of availability
(M=2,13) and lack of focus on project completion (M=2,53). These
students suggested that more training in the use of techniques
would have helped students from different courses to accomplish
the final work. They considered it a relevant real world working
experience. It was suggested that more time for the workshop in
the beginning of the semester and more students per team could
improve the course.

The motivated survivors (N=15): These students were receptive
to the workshop initiative (M=3) and moderately prepared (M=2,6).
They are moderate in relating and collaborating with colleagues of
the same course from other teams (M=2,4), colleagues of different
course in their team (M=2,46), and below average with colleagues
from other courses in different teams (M=1,66). These students
have similar connection with interdisciplinary and multidisciplinary
colleagues. They were motivated with the thematic proposed
(M=3,66), available resources (M=3,33), fieldwork (M=3,4), team
colleagues’ competence (M=3,86), and their availability (M=3,73),
and project completion (M=3,66). These students suggest that
more time and more people per team could be considered as well
as an anticipated communication of the final project schematic
could bring more effectiveness to the process. They appreciated
the experience and the feedback from the teachers and the exter-
nal observer from Expresso.pt.

The curious (N=6): These students were receptive to the work-
shop initiative (M=3,33), and prepared (M=3). They are moderate
in relating and collaborating with colleagues of the same course
from other teams (M=2,50) better with colleagues of different
course in their team (M=3,16) and below average with colleagues
from other courses in different teams (M=2,33). These students
are the most receptive to multidisciplinary work. They were mo-
tivated with the thematic proposed (M=3,16), available resources



(M=3,50), fieldwork (M=3,33), team colleagues’ competence
(M=3), their availability (M=3,33) and project completion (M=3,66).
These students suggest that more time for the workshop aligned
with the beginning of the semester. As creating these type of
narratives is central to their academic path they suggest that
improved orientation about editorial newsroom and narrative
structure given before the workshop could improve the format.

The motivated self-confident (N=16). These students were
decidedly receptive to the workshop initiative (M=4), and reason-
ably prepared (M=3,20). They are good in relating and collab-
orating with colleagues of the same course from other teams
(M=3,44) moderate with colleagues of different course in their
team (M=2,87), and below average with colleagues from other
courses in different teams (M=1,62). They were motivated with the
thematic proposed (M=3), available resources (M=3,25), fieldwork

(M=3,25), below average with colleagues’ competence (M=2,37), a

bit better about their availability (M=2,68), and project completion
(M=2,81). These students suggest that more time for the work-
shop aligned with the beginning of the semester with talks and
seminars for the same purpose would benefit ideas and working
flexibility. Final work dependent of inactive colleagues brought
cooperation issues. They suggest that more viable thematic would
be doable for the given timing and context.

In general, students suggest that more common activities be-
tween students from diverse background disciplines could go a
bit further as well as more interaction opportunities with pro-
fessional partnerships. Common theoretical lectures could help
understand the different cultures of apprenticeship.

Discussion and Conclusion

The data gathered from observation notes, photos and video,
during the various sessions of the workshop, was combined with
the results of the survey, the feedback from the teachers and

the observations of the external professional from Expresso.pt’s
editorial team. The mixed analysis produced allowed the team to
draw conclusions based on the pertinence of these working en-
vironments for the development of a multidisciplinary culture and
practice of design in the area of digital mixed media production.
Several aspects were especially relevant in the results:

e The participants’ awareness of the need to collaborate in
multi-disciplinary teams and the way in which each discipline
contributed to the final product.

® The participants’ recognition of the skills required in the
professional environment of an integrated newsroom, as well
as its editorial constraints, to produce journalistic content for
publishing in a digital, multiplatform reality.

e The ability of participants to prototype a diverse range of
design solutions for digital mixed-media content, incorpo-
rating features from social media, rich visuals and video, a
design focused on mobile interaction and the capacity to
produce an analytic perspective on the final solution.

The results were a clear indication that the initial perceived deficit
among the multidisciplinary practices of multimedia design,
journalism and cinema in higher education was real, but more

importantly that it is necessary to increase collaboration between
disciplines and integrate “real world” scenarios in the resolution of
design problems at an academic level, namely in design and the
fields related to digital mixed-media publishing.

The goal of the present educational experience was the develop-
ment of a transdisciplinary approach to digital multimedia design
education. Through an integrated process, difficulties and aspects
for improvement were identified. From the faculty notes, the com-
ments of the editorial member of Expresso.pt and students survey
results it is possible to infer the following implications:

e Promote the collaboration and cooperation between
students that are unknown to each other and coordinate
student team skills;

® Provide a multidisciplinary team-working experience in an
integrated newsroom that allows students to explore their
creative capacities and gain experience with the current digi-
tal platforms, content production tools and publishing;

e Develop the capacity to conceptualize and to create mixed
media products for the digital, social and interactive environ-
ment of mobile devices.

* Implement design thinking and design decision-making in
alternative and new media, while working effectively as part of
a multidisciplinary team for the analysis and evaluation of pro-
posals and solutions in multidisciplinary and shared context.

Further suggestions for future research and improvement of a
methodological approach derived from the present teaching
experience:
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® Integration of students from the same educational level
in teamwork.

® Provide introductory sessions about multidisciplinary
teamwork, organization, balancing of the distribution of tasks
and use of time for task completion.

* Require more editorial work and assure that each team has
access to relevant information for specific group themes.

® Debate fundamental theoretical knowledge and develop
students’ understanding of the importance of discussion and
compromise in decision-making.

* Motivate students’ awareness of the vocabulary associated
with different disciplines as well as the development of a
shared language on each team.

The above-mentioned suggestions can better prepare the
students for a practical curricular experience of multidisciplinary
collaboration in digital multimedia design.
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ABSTRACT

This paper contributes to the current debate as to whether
sustainability should be taught as a stand-alone course or be
integrated across the design curriculum as a means of enhancing
the overall learning experience. Fashion and design teaching is
increasingly moving towards a multi-disciplinary approach based
on the understanding that these sustainable practices impact on
local and global economies and the environment. Yet, the rede-
sign of the fashion curriculum has seen mixed success and ques-
tionable impact on imparting relevant knowledge by randomly
inserting sustainability topics in the curriculum. Using a case study
approach, the paper reports on the holistic integration of sustaina-
bility into a fashion course focused on marketing fashion concepts
using a sustainability workshop containing a series of student-led
exercises. This was premised on acquainting students with key
issues underlying sustainable fashion, their implications, the need
for change and the knowledge and skills to effect that change - in
this case professional communication skills. In addition, sustaina-
bility issues covered in the workshop were threaded through each
subsequent lecture within a 14-week, semester-long fashion com-
munication class in a Hong Kong higher education institution at
undergraduate level. This learning was also sustained by ensuring
that the students reflected on, and shared their takeaways from
the workshop based on the outcomes of in-class exercises using
an educational social media site as a form of blended learning
with the intention of informing their future professional practice as
fashion marketers.of the article. Rote learning is widely utilized in
Asian education systems and gives excellent results (Li, 2005).

Experience from our classrooms show that to articulate deep
creative concepts, in a fashion design context, memorisation
techniques are not efficient. It is essential for students to be able
to construct arguments rather than present already composed
written arguments to enable them to liberate their creative poten-
tial.The purpose of this study was to examine the use of Pecha
Kucha presentation style in a fashion design studio environment,
instead of a traditional PowerPoint presentation style to explore
students’ abilities to increase concept presentation, articulation
and communication skills. Students from class BAFDT5A were
introduced to the Pecha Kucha methodology. Students also at-
tended the Singapore Pecha Kucha Night and presented 4 times
their collection concept over a period of 4 weeks. Students were
also given an assessment form for peer review. Lastly marks were
compared with the marks form the previous cohort and the results
showed and increase of final semester marks to the highest band-
ings.The information generated by this study will be of value to

Fashion Design lecturers working the School of Fashion, but could
be applied to any design programme. The results could provide
design lecturers with a concrete method that could ultimately
improve students’ oral presentations.

Keywords

sustainability, education, pedagogy
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INTRODUCTION

The fashion industry has been heavily criticized in the public
domain for its resource heavy, unsustainable practices being re-
garded as one of the worst offenders in terms of its unethical pro-
duction practices systemically impacting on the environment, the
economy and society (McDonough & Braungart, 2002). Excessive
land and water usage, polluting and toxic production practices
and the unethical treatment of factory workers, in addition to the
generation of excessive garment waste by the hyper-commercial-
ised, fast fashion system post-consumption have all been laid at
the fashion sector’s feet. In this sense, sustainable fashion refers
to the system of production and consumption of fashion items
embracing conscious action towards social advancement and
environmental responsibility by fulfilling generational market needs
across seven stages of the fashion product life cycle: research,
design, manufacturing, merchandising, retail, consumer use, and
post-consumer disposal. Here, the term ‘sustainability’ will be
defined broadly according to the Brundtland Report whereby,
‘Sustainable development is development that meets the needs of
the present without compromising the ability of future generations
to meet their own needs, ’ (United Nations, 1987). Yet, it must

be stressed that responding to and fixing the production-con-
sumption paradox is still a work in progress (Fletcher, 2014). Many
commentators believe that part of the solution to unsustainable
fashion habits or mindsets and the way forward in ‘unfreezing’
them lies in enlightening producers, designers and consumers

in terms of their values, attitudes and behaviours towards the
production, creation and consumption of fashion through educa-
tion (Kunz & Garner, 2011; Gwilt & Rissanen, 2011). As such, the
fashion industry has entered a greening phase across the supply
chain from retrofitting and material substitutions to the creation

of eco-marketing messages. In view of this raised awareness

on the need to encourage sustainable fashion practice, fashion
and design teaching is increasingly moving towards a multi-dis-
ciplinary approach based on the understanding that sustainable
activities significantly impact on local and global economies and
the environment with positive results (Fearm, 2011). This paper
intends to add to the current debate as to whether sustainability
should be taught as a stand-alone course or be more integrated
across the design curriculum as a means of enhancing the overall
learning experience and as a way of changing attitudes values
and behaviours amongst the influential youth demographic. This
idea is premised on the belief that the educational experience

can usefully operate as a means of awareness-raising amongst
key demographic groups on key issues of vital concern to society
and culture globally. Using a case study approach, the paper will
report on the holistic integration of sustainability into a fash-

ion course focused on marketing and communicating fashion
concepts using a sustainability workshop containing a series of
student-led exercises. This was premised on the professional
need to acquaint students with key issues on sustainability, their
implications, the need for change and the knowledge and skills to
effect that change — in this case by using professional communi-
cation skills in application. The realistic learning experience was
also sustained by ensuring that the students both reflected on and
shared their takeaways from the workshop and the outcomes of
in-class exercises on an educational social media site as a useful
form of blended learning (Bonk and Graham, 20086, Friesen, 2012).
In addition, sustainability issues covered in the workshop were
threaded through each subsequent lecture within a 14-week, se-

mester-long fashion communication class in a Hong Kong higher
education institution at undergraduate level.

Current pedagogical practice

Sustainability is gaining traction on the educational agenda across
the curriculum (Dobson, 2007) including the subjects of fashion
design and fashion management in the form of ‘sustainability
literacy’ enabling the student to critically engage with the social,
economic and environmental components of sustainable fashion
practices. Some critics have blamed the inaction of educators
and academia to integrate sustainability into the curriculum as
being at the root of the problem for an industry taking on grad-
uates untutored in practices relating to sustainability and having

a negative impact on the system itself (Palomo-Lovinski & Hahn
2014: 103). Recently, educators have realized that universities are
in a good position to contribute to advancing the change toward a
more sustainable society by imparting new values, attitudes and
motivations in the curriculum to effect professional and organiza-
tional changes with new ways of doing and being (Ceulemans &
De Prins, 2010; Ferrer-Balas et al., 2010).

In the teaching of sustainable practice educators emphasize the
triple-bottom-line method embedded in performance objectives
underlying design and organizational decision-making encom-
passing core environmental, social and economic considerations
(Melville, 2010) in the measurement of effective organizational
responsibility and successful business practices (Sherman &
DiGuilio, 2010). Reflecting a global trend across the academy,
students studying fashion-related subjects in particular are often
not clear about their role in the sustainability agenda, being largely
unsure about the positive impact they could have on the fashion
system in realigning their creative output and purchasing habits
to positively impact the on the triple bottom line (Fletcher, 2009).
Often, environmental and ethical issues appear to be too daunting
for students to engage with, or to solve resulting in a generic
malaise on behalf of the youth demographic (Rowe 2002). Hence,
students are often reticent about proposing workable sustainable
solutions and articulating them in their classroom deliverables.
This requires a paradigm shift in teaching approaches, as well as
in content delivery. The one-way, transmission model (Collins and
Moonen, 2001) of imparting cognitive knowledge in itself in the
classroom is not enough to change this situation and needs to

be replaced by a more transformative pedagogical approach. On
the one hand, more effective teaching of sustainability in higher
education should also be based on the “affective domains (values
attitudes and behaviours)” (Shephard, 2008) given that this input
would be critical in changing mindsets and emotional states as a
precursor to longer lasting behavioral change on a professional
and consumer basis. Whilst higher education should be geared
up to imparting new knowledge, thereby enabling students to be-
come critical thinkers, they must also be encouraged to become
critical ‘doers’ and not just armchair commentators, especially in
the applied, vocational disciplines of design and communication.
In other words, the cognitive knowledge and attitudes acquired in
the course of their education should be empowering and should
impart key skills, competencies and beliefs that stimulate students
to action in the role of critical change agents by encouraging them
to embrace the mantle as ecological citizens. Students should

be stimulated to connect with their lived experiences and directly



apply this knowledge in their own academic work and also outside
of the classroom in their everyday life as engaged consumers and
citizens. The intent would be to make life better for an environ-
mentally sound and ethically assured future for the planet in terms
of their contributions as design and communication professionals,
as well as consumers.

Some commentators believe that this shift in the successful

take up of sustainability literacy can only be achieved with a
radical change in teaching and learning methodologies in higher
education from transmissive to transformative learning (Sterling,
2001) in a renewed educational paradigm moving from a focus
on the delivery of cognitive skills based on knowledge content to
affective competencies based on vales, attitudes and resulting be-
haviours (Shephard, 2008). This suggests that in order to sustain
sustainability literacy, continuous learning can be usefully based
on multi-modal spoken and written reflective learning experienc-
es at tertiary level as facilitated in immersive, workshop-based,
blended encounters and post-class Facebook reflections as a
third space in the digital domain to discuss issues, clarify ideas,
reflect on the input and refine the output as aligned with the core
concepts on the issue of sustainability acquired in-class. Conse-
quently, some commentators are encouraging a move away to a
radical makeover by implementing the topic of sustainability more
fully into the academic prospectus (Armstrong, 2011; MacVaugh &
Norton, 2012) to impact on values, attitudes and behaviors. This
notion is based on the belief that systemic changes in attitudes
through discursive domains such as the education system effect
significant cognitive, emotional and behavioral change (Dobson,
2007), rather than purely relying on punitive measures to change
the way in which people consume things, as tends to occur when
incentivizing people to recycle household waste, reuse bags or
pay a plastic bag levy. Designers and communicators therefore
should be educated to generate ideas and products that have
social meaning (Leerberg, Riisberg & Boutrup, 2010). Realistically,
to effect this scenario the teaching and learning approach should
be both predictive and prescriptive (Margolin, 2007). On the one
hand it should predict future outcomes based on empirical data,
whilst on the other hand it should blend subjective ideas based
on ethical directions for the future well-being of environmental and
human resources, thereby mirroring the design process in action.
In this sense, students should acquire key competencies and
develop an idea of their individual aesthetic, yet at the same time
should be able to contextualize that in their design response to
societal needs. Education should therefore be actively preparing
students in their potential role as change agents based on expo-
sure to, and application of data sets and value judgments in their
own work.

In pedagogic terms, these educational aspirations also find
support in Schon’s notion of ‘The Reflective Practitioner’ (Schon,
1983) adopting an understanding of design in context whereby
design education is based on a reflective conversation that ex-
plores the needs, opportunities, prospects, issues and challenges
and the ways that these can be met, accommodated and adapted
to using principles in the design process. The basis of this reflec-
tion by the student is founded on a discursive engagement or
conversation with the design setting thereby allowing the design
in context to ‘talk back’. It further enables the designer to reflect
on the philosophy underpinning their design work — strategies and
ethos, in addition to the problematic of the design process and

its ultimate multi-leveled impact in a responsible and sustainable
manner. Equally, this process is multi-modal involving the articu-
lation of the conversation in both images and words (Leerberg et
al., 2010). Yet, in response the redesign of the fashion education
curriculum to incorporate ethical issues and sustainability in recent
years has seen mixed success with questionable impact (Fletch-
er, 2014), often imparting relevant knowledge by just randomly
inserting sustainability topics into the higher education curriculum.
The general concern here is that the sustainability issue becomes
mainstream across the curriculum, and is not just treated as sup-
plementary to the core curriculum or as part of a routine checklist
of prescriptive topics. The Fashion Communication course as
case subject of this paper intended to remedy this shortcoming by
introducing the fundamentals of sustainability and environmental
consciousness in relation to the fashion industry sector early in
the content of the course in the form of an interactive workshop
and follow-up session both online and in class. Subsequently, this
content was sustained throughout the course each week with a
component reminder of the topic being woven into lectures and
tutorial discussions throughout the semester.

Methodology And Teaching Pedagogy -
Relevancy, Experiential Problem Solving And
Application To Practice

This paper demonstrates an integrated approach to whole-person
learning using a sustainability workshop adopted on an under-
graduate level fashion communication course to introduce the
topic that would be sustained across the course curriculum as a
means of familiarizing the students with its complexities and ubig-
uity by contextualizing the issues across topics covered in lectures
and discussion exercises each week from fashion history and
fashion branding, to packaging and visual merchandizing, for ex-
ample. In line with contemporary thinking about effective teaching
and learning in higher education a student centered, participative
or experiential learning approach is taken on the Fashion Commu-
nication course that is the case focus of this paper to maximize
student agency in the learning process. Therefore, in teaching this
course a student-centered, experiential problem-based design
thinking approach was adopted by exploring the core elements of
holistic ethical, political and socio-economic aspects of sustain-
ability within the fashion communications environment, moving
from exploration, to envisioning, fast prototyping, iteration, and
post-reflection with the primary intention of enhancing students’
sustainability literacy. This teaching and learning approach fulfilled
the aims of appropriacy, experiential problem solving and appli-
cation to practice as examined next. As students will encounter
and be required to deal with complex issues of sustainability

in everyday life and the future workplace they need to be well
prepared to provide solutions to this in their own work. Hence,

the workshop was set up to create experiential opportunities for
sharing, reflection, discussion and action to create an environment
for openness and multidimensional learning from facilitator to
student; student-to-student and facilitator-to-facilitator. Each set of
learning engagements, both inside and outside of the classroom,
enabled the accessing of a deeper knowledge base typified as

an extended learning journey in applying cognitive theory and
communication competencies to practice. During the academic
year, the course tutors completed 5 workshops comprising 50+
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undergraduate students in each class representing an inter-disci-
plinary group across the arts and social sciences mainly of Hong
Kong origin, in addition to Mainland Chinese and international
students from Asia, Europe and Australia. Given the cross-cultural
nature and the interdisciplinary nature of these participants the
workshop was set up to explore the nuances, cultural similarities
and differences relating to traditional attitudes and behaviours
about sustainable practices.

Pedagogic Teaching and Learning Process: fashion sustaina-
bility workshop

The three-hour workshop was conducted by two tutors, both of
whom are experts, respectively, in sustainable design thinking and
fashion communication, thereby ensuring multi-disciplinary expert
input, output and guidance. The format was input based on stim-
ulus and guided discussion, with the two facilitators probing and
encouraging engaged feedback for maximum learning engage-
ment throughout the duration of the class sessions.

Firstly, a staged content approach to the fashion sustainability
workshop was taken whereby student participants were initially
asked as individuals to match up definitions to “green words”
(Thomas, 2009) commonly used in sustainability discourse. This
was followed by an open-ended group discussion session on
personal sustainability behaviors, both in general and specifically
relating to fashion consumption and post-consumption. Using
semi-structured questions in a worksheet devised by the tutors,
the discussion was conducted in group-based settings with
summary feedback required from each group that was collated
and related back to the class via an allocated group spokesper-
son. The tutors commented on the summary feedback from each
group spokesperson by validating insightful commentary and fur-
ther probing some of the ideas presented by the student group to
establish deeper engagement, more critical thought and relevant
application where needed. Then, each tutor summarized the find-
ings of the groups as a whole before moving onto the next section
of the workshop as a way of ensuring that the entire class had
absorbed the main discussion points at this stage of the session.

To differentiate and extend the input in preparation for the final class
activity of creating a communication campaign to launch and pro-
mote a sustainable fashion brand, and to further stimulate debate,
all of the student groups were shown three advertising campaigns
promoting sustainable fashion from leading global brands and

one established sustainability brand, namely, H&M, Levis and
People tree respectively. These advertisements were shown twice
to enhance viewer comprehension, followed by group discussion
work using guided questions focusing on the effectiveness of the
advertising message in communicating its point both visually and
verbally. This part of the activity included having the groups focus

in their discussions on the clarity of main message, its persuasive
potential, the intended audience and the resulting action it required,
in addition to the overall engagement with the brand that it actually
engendered. The final piece took the form of a design challenge

to devise an advertising campaign promoting sustainability for a
mythical fashion brand. This in-class, group-based exercise was
initially started in class with tutor guidance and subsequently had to
be completed over a week-long period by posting the output on the
dedicated class Facebook site, in addition to reflecting individually

on what they had learned from the workshop as whole. The tutors
commented on the Facebook draft submissions from each group
highlighting effective output and providing suggestions for improve-
ment as needed.

Findings and Workshop Outcomes

The situated approach to learning enabled the instructors to
enhance the pedagogic experience by staging the development of
knowledge from inculcating an understanding of the basic termi-
nological usage relating to sustainability to encouraging self-re-
flexive knowledge about students’ involvement with, and views on
sustainability in everyday life plus professional contexts stimulating
the professional application of subject content to professional
communication practice in the promotional campaign exercise
and follow up reflection and sharing one week later.

Employing an immersive, three-hour workshop format enabled the
instructors to critically engage students on the subject matter of
sustainability that is not yet a central part of their learning experi-
ence or their professional and lived agenda, both pedagogically
and personally. Often, the complexity of the subject of sustaina-
bility operates as a barrier. So, by demystifying that in workshop
exercises in providing guided cognitive content that can be reflect-
ed upon to elicit emotional responses can subsequently emerge
as effective behavioral change. As one student said, following the
green word matching exercise.

These are all very action-type verbs and they offer the
consumer different options to really do something. It really is
complicated, but once you know what each of these words
mean and what actions can be taken it is actually possible to
make a change.

The benefit of exploring new knowledge both individually, in peer
groups and in class discussions also enabled the various touch-
points of learning to be activated for individual students working
at different paces in the second language classroom thereby en-
abling them to clarify definitions and verbal meanings throughout
the workshop (Peirson-Smith et al. 2015). Yet, despite a general
feeling of optimism about the viability of sustainable fashion prac-
tices that appeared to develop as the workshop continued and
even though the students became acquainted with the different
words used in articulating the sustainability lexicon, once the
in-class exercise had been completed and collectively discussed
with model answers provided they acknowledged that if they did
want to take action on the ‘recycling’ of their used and unwanted
clothing, for example, but largely observed that it did not tend to
happen in their community. Here they also lamented that they had
no guidance on how to do it, nor did they have infrastructural sys-
tem to take the relevant re- or up- cycling action. This appeared
to be a significant source of frustration for many of the students in
the class suggesting that the acquisition of cognitive knowledge
can lead to an emotional response requiring a behavioral outlet.
As one student observed:

Now that | know it would be a good idea to recycle or up-cy-
cle my clothes that are out of date instead of being wasteful
and putting them in the bin as usual, but actually I've no clue
how | do that here. Nobody tells you how and | don’t see any
government campaigns about it anywhere or any fashion



companies doing it. So, now | think of it after this class dis-
cussion it’s a real shame and | honestly feel a bit let down.

This critical engagement with the subject also emerged in the
structured, guided discussion questions following the green word
exercise and by building on the new knowledge that they had ac-
quired to frame their sustainable fashion experiences. The intention
of this discussion exercise was to get the students to personally en-
gage with, and directly to share their own lived sustainable fashion
experiences in the discussion groups. The outcome on the whole
formed a lively group discourse resulting in the sharing of common-
alities such as the fact that they did not recycle clothes preferring

to throw them away when they were out of style or to pass them
onto younger family members. In addition, they did not tend to
shop in second hand stores or buy up-cycled clothing apart from

2 students from the cohort who did so to mark out their individual
identity through unique styles or who valued the quality of clothing
produced in another era. It became clear from the in-that depth
class discussions that even if participants recognized the need

for the fashion industry to become more ethical in its production
practices and its human relations efforts that from a consumption
perspective, that this type of fashion was meant not for them but for
someone else, as one student typically noted:

Now that we've had the facts about bad fashion production
practices and how they abuse child about, an pay workers
badly or pollute rivers in China with dyes | do think that
fashion should be more eco-friendly in these many ways that
we've seen and discussed. But, if you ask me would | buy
fashion that is better behaved in this green way | would say
maybe not.

The final part of the workshop focused on applying the cogni-
tive knowledge gained from the green words exercise and the
subjective, value based perspectives unearthed by the open-end-
ed, critically aware group discussions about sustainable fashion
consumption experiences to the real context of promotional
communication. The in-class and post-class Facebook discus-
sions following the viewing of advertising videos by three brands
promoting sustainable fashion demonstrated a deeper under-
standing of sustainable fashion, its socio-cultural complexities,
the responsibilities and the various forms that it inevitably takes in
application. Despite this acceptance of the sustainability issues
that need to be tackled the overall analysis by the students sug-
gested a case of information overload, both in visual and verbal
terms, with a resulting confusion in terms of what the real issue
was and how to respond to it, especially from the Levis Waterless
Jeans promotional advertising campaign. In addition, the cultural
objections to not washing jeans in a post-SARS Hong Kong soci-
ety geared up to equating cleanliness with health were apparent
and reduced the appeal of the advertising message significantly
for this situated demographic of viewers. Equally, the H&M 2016
Recycle your Clothes advertising campaign was considered to be
too abstract and in the Facebook analysis the message seemed
largely lost on the students who thought it was more about buying
H&M clothes to be individually stylish, which they considered to
be a largely Western aspiration disconnected from their own local
culture. Finally, the People tree advertisement was considered
interesting in terms of what the founder was trying to achieve in
reversing unethical fashion production practices, up-cycling activ-
ities and fair trade practices, yet as the brand was not recognized

or perceived to be available in Hong Kong then it was seen as
being located too far away geographically and culturally from their
own experience or purchasing habits.

Using the workshop format overall, followed by the Facebook
discussions as a blended form of pedagogy, did not disrupt the
course syllabus, but rather enhanced the learning and develop-
ment outcomes enabling the subject to be introduced in a discreet
way early in in the semester so that the instructors could follow-up
and refer back to the key sustainability issues covered in subse-
quent lectures on various aspects of the fashion system. Whilst
there was uptake on the cognitive knowledge acquired and the
personal, subjective reflections about fashion consumption in their
own lives, largely there was a sense of a disconnect amongst the
student groups, especially following their viewing of the adver-
tising videos whereby they saw this issue being “out there” and
not always as their problem because it was too remote. Hence,
the pedagogic tools were provided for knowledge acquisition,
reflection and emotional connection as a first level of engage-
ment and awareness raising on the issue. This did emerge in the
post-workshop reflections of the students, who largely admitted
that sustainable fashion was now in their minds and would change
their perceptions as consumers in terms of the need to buy and
the need to recycle unwanted garments post-purchase.

In terms of professional application to practice, later in the se-
mester the core assignment consists of student groups working
together to devise and launch a new fashion brand concept as

a brand communication campaign. Significantly, 10 of the 13
projects had a sustainable fashion connected theme, either as a
pure eco-fashion or accessories brand based on up-cycling, or as
a sustainably produced brand with the capacity for consumers to
recycle unwanted clothes, for example. In this sense, the cognitive
and emotive components of the fashion sustainability workshop
were also applied directly by the students in their own academic
and professional work. Therefore, an acquaintance with, and
understanding of environmental issues can find a positive applica-
tion and reach a deeper level of understanding in group projects
by working with an issue as an aligned topic across the course
curriculum (Murray and Murray, 2007).

Discussion and Conclusion

This case demonstrates that when sustainability is approached
as sustained content-based instruction (Pally, 1997) in a series of
grounded exercises students initially embrace the new paradigm
and its associated values driven by course content and delivery.
Engaging with the subject of sustainability in the context of fashion
production and consumption from different angles moving from
subjective consumer engagement to the professional practice of
critiquing and devising a communication campaign for a sustain-
able fashion brand concept allows connection with the subject
both in cognitive and affective ways. Whilst a holistic grounding in
sustainability knowledge should cover its impact across the board
from culture and society to the economy and politics emphasizing
the triple bottom line (Melville, 2010), the pedagogic focus should
also be placed on activating affective competencies beyond pure
cognitive ones as a means of effecting long lasting behavioral
change via emotional connectivity with the subject and an
associated value change in the shift from transmissive to trans-
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formative learning (Sterling, 2001). Hence, analyzing and dis-
cussing the topic in class using guided questions from personal
standpoint as fashion consumer creates this affective connection
and develops a sense of stakeholdership (Shephard, 2008). It
also confirms that student-centered learning approaches in the
right immersive teaching and learning environment of a dedicated,
tutor-guided workshop, followed by space for discussion, reflec-
tion and discovery enables students to consider their perceptions
about sustainability and to express their opinions and ideas about
the issue in a free and open way (Schon, 1983). Furthermore,
participants acquire the capacity to apply this new knowledge and
revised belief system in their own work, independently making
sense of its value in the marketplace and become more aware of
how to communicate that as part of the fashion brand differential
paying heed to its impact on the triple bottom line.

This paradigm shift in thinking and behaving differently regarding
sustainability also still occurs on a superficial level, especially
where the socio-cultural conditions have not been predisposed
to sustainable practices, nor have they been championed to

any large extent by government or organizations in a significant
way, as is the case in Hong Kong. Equally, whilst the students
appeared to acquire new knowledge on sustainability and delved
deeper into the topic during engaged discussions and inde-
pendent research, they were also enabled to objectify the issues
such as the poor working conditions of textile workers globally,
for example, on the understanding that this constituted unethical
practice and had to be remedied by governments and opinion
formers monitoring, outing and punishing socially irresponsible
fashion organizations involved.

However, the challenge is to ensure that this newly acquired
knowledge is sustained and applied in everyday life (Gwilt &
Rissanen, 2011). The initial responsibility for sustained knowledge
content lies with the course instructor in terms of designing the
course content and ensuring that in regular assignment consul-
tations with the students that the subject matter of sustainability,
in this case, is further developed and applied by the students

in subsequent work throughout the semester and beyond the
course itself.

However, the instructors still saw a disconnect between an
awareness of these critical issues and a lack of application to their
personal lives as consumers in practice due to a lack of trust and
an absence of a systemic ‘roadmap’ informing participants how to
recycle their discarded garments, as an example. As noted above,
for the younger demographic often the issue of implementing
sustainability becomes the elephant in the room that is just too
large to tackle (Rowe, 2002). Hence, maybe thinking about the
issue and the sustainability solution is not enough. The answer is
maybe to be found in taking action via participatory, project based
learning. The dissociation with sustainability as encountered in in-
itial classroom discussions also highlights the paradox underlying
fashion as eco-fashion in the sense that these students are a key
part of the fast fashion market culture reliant as it is on the thrill of
new and disposable garments and accessories at low cost with
enormous environmental, social and economic consequences.
Furthermore, they are seemingly not engaging with the issue of
sustainable fashion and rather seeing it as being far removed from
their immediate lived experiences whilst maybe even perceiving

it outside of their remit regarding it as a huge problem that they
alone cannot solve. A change in this disengaged stance requires

the implementation of sustainability as a topic across the whole
curriculum (Mcmillin & Dyball, 2013) so that students can join the
dots across the subjects that they study to fulfill requirements for
professional entry, as opposed to silo-ing it in their own minds as
belonging to certain areas and as being too large for them to be
concerned about.

Instead of sustainability being offered as an appendage of design
or vice versa (Dewberry and Fletcher, 2001) student could be
required to include a sustainable component in their final prac-
tice-based project as a direct follow through of ideas to action
(Smart & Csapo, 2007) given that design and communication
students “are often better off learning about sustainable issues in
bodily ways than through abstract models” (Leerberg, et al. 2010).
In this way, students are invited to start their journey as design
agents (Margolin, 2007). The progress of students on the initial
stages of this journey could also be mapped by requiring them

to undertake a reflection in writing or in a focus group discussion
encouraging reflective practice from the outset (Schon,1983) with
the instructors at the end of the course to chart their progress in
having gained and sustained new knowledge with application to
their coursework and lived experiences.

Although it is a work in progress and not without its pedagog-

ic challenges in terms of overturning current perceptions and
inherent values, this progressive teaching and learning approach
and student-centered pedagogic model offers small steps in the
right direction to changing mindsets, value systems, emotions and
behaviors of students and future professionals based on reflective
pedagogic practices and participatory learning. As a transform-
ative pedagogic method intent on enhancing the sustainability
literacy of students this case study provides an important context
for the incorporation of sustainability in professional fields such as
fashion in a more strategic and sustained way.
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ABSTRACT

We are living in an era of open source. Borrowed from software
developments, open source as a concept term is now gradually
associated with design and architectural practices. Within its
broader aspects, it responds to the needs of change varying from
the organizational structures of design groups and institutions

to authorship of designers and the rights on their products. We
argue that the principles of open design could —and even should-
be embraced and harnessed not only in professional practices but
also in the field of design education. This requires an acquaint-
ance and the familiarity with the fundamentals of open design as
well as the ethical, political and socioeconomic circumstances
surrounding the issue. In addition, convenient environments
should be created for the students to be involved in and deal with
the various parameters of open design such as co-authorship,
derivation, public domain, along with the design (collaborative,
co-creative, participatory, transdisciplinary) and production (digital
manufacturing) possibilities. At this point, further questions arise:
How will the education of design actors be formed? How will the
unigueness of a designed object be evaluated? Pursuing a critical
evaluation of openness and its applications, this study further
aims to open the way for examining such questions for future
researches along with conducted studio and project practices.
Here we will reflect on our own experiences in conducting projects
and workshops in the realm of academia, where we position the
concept of open design as the major focal point to be facilitated in
the design processes.

Keywords
open design, co-creation, design education

INTRODUCTION
A Critical Review Of Open Source And Design

Although it is historically evolved and thus linked in the field of
computing through the pioneering developments of Free Software
Movement in 80s and Open Source Initiative of 90s, open source
is now surpassed its originated field and it is gradually conquering
today’s design culture and production environments. Designer
and the founder of the openp2pdesign platform Meninchielli,
points out to the transformation of open design practices, in which
he was engaged since 2005, and states that disconnected singu-
lar projects are replaced by this new ecosystem, which is domi-
nated by holistic approaches, and network based collaboration.
According to him, open source, although not mainstream, is defi-
nitely not an underground concept anymore (Meninchielli, 2011).
Today, various institutions as well as renowned organizations
engage with open design in an increasing intensity. As examples,
there are many start-ups like Paperhouses or Opendesk who have
established their business plan according to open design models.
Some architectural firms including world-renowned UN Studio are
inclined to convert their organizational structures in accordance
with open design principles. MOOCs are opening up the courses
given in the top universities to the rest of the world. Such an envi-
ronment in design practices and education deserves an in-depth
look for seeking the further possibilities and preparing the future
challenges. We argue that the principles of open design could
—and even should- be embraced and harnessed not only in pro-
fessional practices but also in the field of design education. This
requires an acquaintance and the familiarity with the fundamentals
of open design as well as the ethical, political and socioeconomic
circumstances surrounding the issue.

As an introductory basis, it is aimed to provide the reader an over-
all understanding of this emerging and possibly paradigm-shifting
approach; thus this section is devoted to the precedents of open
source and open design in two sub-sections: open source prec-
edents for reframing the legal framework, conceptual precedents
of open design practice. This flow is planned to enable the reader
move on towards the potentials of open design in design educa-
tion through the emerging questions from these sub-sections.

Open Source Precedents For Reframing The Legal
Framework Of Open Design

When the concept of open source was first borrowed from the
computing technologies and implemented into the fields of design



as a tool and a culture of thinking and communication towards
the end of twentieth century, the first task was to adapt its main
principles into these disciplines. According to these principles, a
software is considered open, only if it allows a cost free re-distri-
bution, access to the source code, attribution to the first author,
derivative modification, while making no discrimination between
people, groups and disciplines, being objective and not restricting
other software with the license.

Concept >> [Programming] >> Source Code >> [Compiling] >>
Software/Program/Application >> [Distribution] >> End Use

Concept >> [Designing] >> Design Documentation >> [Manufactur-
ing] >> Embodiment >> [Distribution] >> End Use

Figure 1. Open source design syntax from 1999. (opendesign.org/odd.html, 2015)

In this flowchart, the accessible, modifiable, re-distributable
source code finds its correspondence in the field of design doc-
umentation (Figure 1). The first step of open design is the sharing
of the design documentation with the same software extension
as it is produced with and not with a read-only file format. When
the source code is replaced with design documentation, one of
the first measures for the degree of openness is the accessibil-
ity of it. However, as we can see in the chart, unlike software,
design is embodied/materialized and exists in the physical space.
Although the parameters have named differently and the outputs
are contradictory to each other as being immaterial and material-
ized, the structure of flow remains the same. This contradiction in
the process of translating open source principles to open design
is critically engaged with the issues of protection of rights and
patenting. Various open licenses are applied in software develop-
ment such as GNU/GPL or BSD, however to protect and share
the design products, a more fulfilling and inclusionary method of
licensing has been needed in creative fields to encourage design-
ers for shifting from all rights are reserved towards ‘some’ rights
reserved models.

At this point, Creative Commons (CC) as an independent and
non-profit platform proposing alternative licensing infrastructure,
acts as a precursor for open source to become a widespread
culture in creative fields. As of 2014, the number of works shared
with CC licenses exceeds eight hundred and eighty millions.
Thinking about the wide field of effect open source culture has
reached, it will not be inaccurate to argue that the clear interface
licenses are presented with has a positive influence on this striking
number. The percentage of CC licenses according to the degrees
of openness is illustrated in Figure 2. By this structure, the owner
of the work can easily -like choosing from a la carte in a restau-
rant- ensure the preferred rights to be reserved.

Figure 2: Creative Commons licenses categorized by their degree of openness
and percentage.

The direct connection between the authorship and the protection
of rights defines another measure for the question of ‘How much
open?’ Today, the rights which designers have over their works

is as diverse as it has never been before. This diversity brings
forward the possibility of reconsidering the position of the author,
which as Roland Barthes argues, is a constructed, modern figure
(Barthes, 1977). Since the work can be open to modifications and
derivatives, it is difficult to argue that the first hand producer/crea-
tor and the user can be separated with clear lines while there are
constantly new authors producing new works. However criticisms
of Barthes expressed with arguments like ‘The explanation about
the work is always sought in the man/woman who produced it’
and ‘classic criticism never put importance to reader, the author
is the sole actor of literature’, finds a new platform in open source
principles. So much that, under these circumstances, the dis-
cussions on ‘how’ the work is developed gains more significance
against the ones of ‘by whom’ it is produced. When the focus
shifts from the author to the work or the process itself, a critical
threshold in the criticism of architecture and design practices as
well as their educational structure emerge. The work in circulation
obtains beyond a characteristic of a mere case study by becom-
ing an object of discussion, thus it opens itself to interpretation.
Barthes concludes his article with the following statement: ‘The
rise of the reader occurs at the expense of the death of the author’
(Barthes, 1977). However, it can be further stated that the prin-
ciples embraced by open design does not eliminate authors but
they might fragment, multiply and keep them in discussion.

As another consequence of reframing the legal framework around
copyrights, open design provides a fertile ground for the emer-
gence of a new vocabulary which is then turn into design actions:
re-distribute, share alike, derivate, modify etc. This whole new
package of actions inevitably affects the process of constructing a
designer persona. Long-extolled ethos of the authorship, therefore
the authenticity in creative processes is now requiring further
investigations. In an environment where design actions are facing
changes in accordance with fresh production methods and cul-
ture, additional and adjusting methods are needed in design edu-
cation. Since open design does not have an established concept
framework or a manual to follow, we can start learning from the
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emergent practices and try to adopt and modify their techniques
into design education. Following these propositions, it has been
aimed to trace back and learn from alternating experiments of
open design among a selection of contemporary practices as well
as pre-internet precedents of such practices.

Conceptual Precedents Of Opening The Design Practice

Although the term was not coined back then, first examples of
open design can be dated as early as the early 20th century,
when Moholy-Nagy used the means of telecommunication to
transmit design instructions or advertisements of pre-fabricated
houses to be ordered and self-built were published in newspapers
in USA, among many others. These illustrate the early fractions in
the closed structure of the design work, where design information,
documentation, knowledge is partially or wholly given out or the
designer renunciates from a perfect execution of his design.

In the mid 20th century, we encounter publications like Papanek’s
Nomadic Furniture (1973) or Design For The Real World (1973)
where he both illustrates design documentation more openly and
calls for more collaborative, appropriate and socially responsible
modes of design (Figure 2). Similarly, in 1974, Enzo Mari publishes
his Autoprogettazione? catalogue, which contains drafts -techni-
cal drawings- of nineteen domestic furniture, publicly available for
manufacture. On a different context and scale, the proposals for
ambiguous, adaptable open works instead of pre-defined forms
by European architects such as Habraken or Friedman also fore-
tell a paradigm shift in practices of design and architecture.

Today, Dan Hill defines the transformation of design and ar-
chitecture practices under the dynamic and fragile economic
circumstances through the actors of the monopolistic order

(Hill, 2012). He suggests that the old static structures, which are
defined by the surnames of their founders such as Smith, Cooper,
Taylor, Potter fail to adapt to collaborative, multi-—~actor global
contemporary practices and points to the dissolution thereof and
the beginning of the pursuit for alternative values, motives and
models. This pursuit is cynically illustrated in Rory Hyde’s book
‘Future Practices’ (2012) through the New Architect’s Atlas, where
the contemporary conjuncture of architectural practice is ques-
tioned (Hyde, 2012). The architectural office is displayed as the
melting pole along with the formation of new design countries and
continents through the convergence of the emerging specializa-
tions. Here, ‘The Solo Genius’ is a melting iceberg to be dissolved
entirely in the near future (Figure 4).

Figure 3: Papanek’s Nomadic Furniture, 1973.

Figure 4: The New Architect’s Atlas. (Kallaila and Park, 2011)

The monopolistic order of design distribution in the last century
finally became challengeable via Web2.0s participative and social
nature. This shift called forth creative enterprises to re-discover
their habitual, humanistic and communal qualities. Inevitably the
corporate actors are forced to interact with this current medium

in its struggle for existence. Global design and architectural prac-
tices tend towards new research methods that yield to improved
and fertile results to enhance the infrastructural, intra-—institutional



knowledge sharing. Here, we are encountered with the notion

of open source as the main concern of this article as well as the
primary response to the current pursuits in the realms of network
culture, anonymous knowledge sharing platforms, expansion of
design documentation and processes and online collaborations
integrated in our daily lives as well as into the practices of design
and architecture via Internet. The concept of open source relates
to and enables us rethinking and reconsidering the notions of
counter-—culture with its pre-internet roots, DIY culture, critical ap-
proaches to consumer culture, social and ecological awareness,
participation, democratization of design, user-—=focality, accessi-
bility, sharing of design processes and re-evaluate them in current
contexts and possibilities.

The alternative license structures are playing catalytic role in the
realization of precedents in open design and architecture practices,
ranging from furniture to buildings, from design processes to knowl-
edge platforms. In this section, precedents such as Wikihouse, an
open source construction set, Opendesk, a platform focusing on
open source design in product scale, Knowledge Platforms, an
initiative of UNStudio aiming to front the open source movement in
architectural practices are being examined. These cases on one
hand relate to the existing alternative licensing infrastructure and
they refer to unique positions in strategies of openness on the other.
Various comparative diagrams can be obtained when the cases

are illustrated through the presence of openness to development,
modification and reproduction as well as the accessibility of design
documentation and knowledge (Figure 5).

Figure 5. Diffent types of openness diagrams for WikiHouse, Opendesk,
UNStudio (Curgen, H.C., 2015).

One of the precedent cases is Wikihouse, an open source con-
struction project. Design documentations in this project facilitate the
CC_BY_SA combination of the CC license infrastructure. According
to this license, every stage of design is open for use and distribution
under the conditions of referring the original author and using the
same license while sharing. One of the major actors of WikiHouse
project, Indy Johar (Partner, 00:/ Design studio), explains the start-
ing point of the project in his interview with Rory Hyde:

“We have realized that production gradually withdraws from facto-
ries. We will see it diminished and localized. This post-authorship
model, which we are still exploring, is about the open selection
and execution of ideas than laying claims of a certain intellectual
property or area of knowledge. When the digital technology meets
the inspiration of ‘making’, production becomes much more rapid
and collaborative [Johar, 2012].

The idea of WikiHouse and the open source production model it
has developed can be considered as an architectural experiment.
Every prototype developed in the network consists and assesses
different outcomes of these open experimentations. Developer

communities are the main actors of WikiHouse. Each community
produces the outcomes in a web-based organization and on a local
scale. It aims to design a habitable house, the services and systems
of which are resolved according to open source design principles.
WikiHouse construction patterns are open to use, modification

and distribution, thus facilitate the possibilities of open source on a
web-based platform, constructs the accumulation of information,
generated in a multi-user environment due to its nature (Figure 6).
Although the use of digital manufacture technologies increases

the accessibility of the project; intolerance to material variation, the
genetic affinity of trials, the dimensional and scalar limitations of tec-
tonic expressions as well as the use of proprietary structures of the
software the design is prepared for production, present themselves
as unfavorable qualities.

Second, Opendesk can be considered as an open design example
in a product scale. The platform focuses on sharing open source
office furnitures and the users are offered two options: A free ac-
cess to design documentations and instructions available for down-
loads for do-it-yourself purposes or the access of contacting with a
local producer who has enrolled to Opendesk network. QR codes
attached to the instructions are helping to motivate participation

of the network. Thus users can easily share their own production
processes and products with others. Each user has a space on the
network for such sharing and documentations of any modifications.
In its current state, the platform is consisted of design documen-
tations rather than the shared experiences of design processes.
Opendesk can be taken into consideration as “IKEA that adopts
open source model” as a strategy (Biggs, 2015). However the most
apparent difference would be that the products on the platform do
have optional price tags.
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Figure 6. Diagram for production process in Wikihouse (WikiHouse, 2015).

Everything in the platform for free download has been licensed by
Creative Commons CC-BY-NC options. This means that it is open
for any use unless it is commercial. For commercial purposes,
users are encouraged to contact with designers and apply other
licensing agreements. The authorship is shared among designers
and users on the platform. Thus it opens up a liberating working
area for designers as an independent communication network of
the possibilities of Web 2.0.

The third and last example is selected from the inside of the
architectural global practice. Ben van Berkel, founding partner of
UNStudio has announced the launching of Knowledge Platforms,
which links the office with open source culture: “| sometimes come
to think of that we all live in iPhone 5 phase, but the architecture

is still in the Walkman phase.” (Berkel, 2014). Berkel has a certain
affection by the fresh start-up tech companies based on open
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Figure 7. Opendesk instructions (Opendesk, 2014).

source strategies, those he came across with while he was working
as a teaching scholar in Harvard. According to him, they are obliged
to move from a network practice - the United Network practice of
UNStudio - to a more knowledge-based organization [8]. Through
Knowledge Platforms, Berkel and his office aim to learn both

from internal and external knowledge sources and to expand the
research fields of architecture in terms of spatial, cultural and organ-
izational qualities (Figure 8).

Figure 8. Knowledge Platforms diagram (UNStudio, 2014).

On Knowledge Platforms, there are four main categories associated
with innovative materials, sustainability, smart parameters and crea-
tive programming. However within those channels any architectural
drawing, system design or diagrams are shared as read-only files in
jpoeg or pdf formats. Moreover they are embedded in written reports
of the projects and cannot be downloaded separately. Neither
design nor the research of design has been licensed in an open
format. Thus limitations of the content’s circulation both in legal and
professional worlds are questionable. The content remains una-
vailable for the practical world as processable knowledge sources.
Meanwhile it would be useful to remember that global practices like
UNStudio have very close relationships and agreements with their
clients in terms of sharing the authorship. However even the mod-
est contribution on sharing expertise and knowledge is still valuable
since this attempt comes from one of the most significant actors of
the global design practice.

The Location of Open Design Culture in Design
Education: Two Experiments

It is quite obvious that instances and practices of open de-

sign gained a momentum both quantitatively and qualitatively.
How much the common education perspectives in design and
architecture education complement these practices is, on the
other hand, still a burning question. We argue that we live in
fragmented times in design education as in many domains of

life. A conventional structure of design education consists of -is
fragmented into- four years, eight terms, tens of different courses
and projects. Almost in each instance, students are put into
position of starting to design from scratch to reach a unique and
sophisticated form (TUrkkan and Erdem, 2015). The concentration
of the design strength on form-finding might cause issues such as
context, details and social aspects to go unnoticed.

Today, grand discourses and author-ative-designers are gradually
replaced by more flexible, collaborative and continuous practic-
es. Consequently, we are faced with the conflict, where design
criteria sets meaningful in current education paradigm might

not correspond to the professional practices entirely. On such
asynchronous circumstances, open design practices can provide
a critical foundation for the formation of transmission. Instances/
examples we have mentioned in the first section could be ‘giants’
on whose shoulders we stand on in more sustained and regen-
erative implementations of design and architecture. However, an
instant fraction from orthodox methods seems improbable. Thus,
a gradual integration of open design examples and projects de-
veloped thereon, into the design curricula through extracurricular
work -workshops and summer practices for instance- appear to
be a more realistic strategy.

In the light of the previous discussions, we would like to examine
two separate experiments conducted in order to integrate open
design principles in design and architecture education.

The methodology for these two cases can be considered as
action research:

‘Action research (AR) is an orientation to inquiry rather than a
particular method. In its simplest form it attempts to combine
understanding, or development of theory, with action and
change through a participative process, whilst remaining
grounded in experience’ (Willig and Stainton Rogers, 2013).



The designer/student starts to work on an existing project instead
of undertaking a quest of designing an exceptional form. The
project is evaluated and prepared for manufacture -modified to

fit contemporary production possibilities if necessary with the
engagement of the instructors, which makes it a participatory pro-
cess. First versions are re-evaluated, interpreted and versioned.
This marks the formation of a cyclical flow where the designer can
focus her energy on non-formal characteristics of the process,
instead of one-with-a predefined-limits of beginning and end.

Experiment One: Never Ending Bench

The first example is the project called ‘Never Ending Bench’ which
was realized in Istanbul Bilgi University Industrial Product design
department Summer Practice course in 2015.

The Never Ending Bench by Félix Lévéque is one of the furnitures
supported by and published in OpenDesign Contest (2015), com-
posed of several pieces of wood that interlock. There are four key
components that define the slope and the balance of the bench.
The other parts are not scalable, have limitations such as the size
and strength of the material. The dimensions of the slots are to be
adapted according to the thickness and width of the material used.

The project started an evaluation and re-drafting of the product by
six different student groups. First an initial version with no modifi-
cations is manufactured and the strengths and weaknesses as well
as possible modifications are identified. Through mock-ups and
critique sessions, the models have reached their final configurations
which then are manufactured using CNC milling -as the initial idea
has foreseen. Final products are versioned as 2.a to 2.f and put in
use in the Faculty of Architecture in Istanbul Bilgi University.

One of the important outcomes of this process is that even very
minute descriptions/documentations of open design projects
require a certain degree of modification and manual labor, which
might not be present in the initial illustrations of the products. A sec-
ond yet still pivotal realization was that a combination of digital and
analogous manufacture results in much more stable outcomes.

Experiment Two: Reprojecting Autoprogettazione?

The summer practice of Istanbul Bilgi University Product Design
students has focused on Enzo Mari's Autoprogettazione? (1974)
Project, which was one of the earliest yet finest examples of
open design. Mari’s design philosophy here does not focus on
the finished product but sees design as an open process. His
catalogue of nineteen domestic furniture with their minute docu-
mentation was published and made public for anyone to acquire
and execute. Mari writes that these products can be personally
manufactured and used independent from the industry and
bodies of commerce (2002). He only asks different versions to be
photographed and sent to his studio per mail.

His main criteria is quality above all. As a strategy against the
pressure coming from the abundance of consumer products,

he proposes an understanding of design through not only by

the introduction and distribution of end products but also their
processes (figure x). We understand that it is not solely a formal
quality he is after, but the generosity in means of design methods
and the incorporation of a certain design equality (Autoprogettazi-
one Revisited, 2009).

Mari's furnitures, designed with simple, standardised pieces and
joints are characterized with their ease of manufacture and cost
reduction. Our students re-projected and modified these open de-
sign objects with the contemporary production methods (such as
CNC). One of the main challenges in this project was the reeval-
uation of products designed for manual labour and manufacture
to digital production. The elimination of the use of hammer and
nails called for a revised planning of production and assembly.
Optimised nesting and interlocking systems also enabled the re-
duction of raw material, joint elements and hardware. As a result,
six different products from the catalogue were manufactured and
exhibited in a domestic environment as versions 2.0. These furni-
ture are then re-assessed and reproduced (thus versions 3.0) for a
second exhibition ‘An Open Design Experimentation: R-Autopro-
gettazione?’ in Istanbul.

The results show that open design projects can by no means be
restricted to simple and literal applications of certain recipes. Even
the most detailed design documentation fails to encompass all the
necessary information. Therefore, in each instance, first the existing
project has to be analyzed, modified according to needs and pro-
duction tools and even revised after execution, which actually corre-
sponds to the concept of versioning in open source terminology.

Discussion and Conclusion

In each case students are encouraged to adopt the role of a de-
signer-critic. The beginning question or the departing point has
been shifted from “designing a chair” to “critically dealing with a
designed chair”. The pressure of creating a one of a kind design
product has been eliminated in order to test their initial design-
ing behaviors. Instead of creating from the scratch, students
are expected to modify, to variate, to redistribute the design.
Each team came up with different approaches and they are also
encouraged to re-interpret their initial products’ final look by
applying diverse finishing techniques. This experiment allowed
students to evaluate an open designed product -or adaptation of
a precedent to open design principles- not as a mere example
of a case study and it enabled them to critically engage with a
designed object as active participants.

We believe that open design practices might play a transformative
role in the context of design and architecture education. We are in
the pursuit of an alternative model where the designer develops his
unique design strategy through an active learning process and by
deconstructing, tampering, re-projecting and reverse engineering
given examples. In that manner, open design practices might be the
harbinger of a new education paradigm, all concerns reserved.
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ABSTRACT

Open working practices are increasingly encouraged across

the domains of design, business and academia, with concerted
efforts made to enable contextual learning and facilitate knowl-
edge exchange between multi-disciplinary partners. Despite the
understanding and acceptance of this way working, challenges to
collaborative practice exist widely.

This paper aims to explore experiences of learning within a
multi-disciplinary collaborative design context. In the same way
that Chesbrough (2006) considers open innovation as ‘the use
of purposive inflows and outflows of knowledge to accelerate
internal innovation’, this paper asks how ‘open learning’ within a
multidisciplinary collaborative design context can make use of
those same flows of knowledge in order to realise value for those
participants engaged.

Contextualised within a series of multidisciplinary design-led
events in Scotland, emerging themes of learning are identified
from across business, academia and design participants. De-
constructing the pedagogical themes, this paper questions how
design can enable wider participatory education practices, with
the aim of informing the knowledge and understanding of learning
within a multidisciplinary design space.

Keywords
learning, multidisciplinary, design

INTRODUCTION

Open ways of working, including knowledge exchange and collab-
orative endeavors are increasingly encouraged across the across
disciplinary practices towards increased innovation and sustainable
development. Despite the understanding and wide acceptance of
this way working, challenges to the practice of such collaboration
exist widely. The translation of ideological paradigms and the shar-
ing of practices inherent within each discipline can be challenging,
hindering the creation of new knowledge (Hepburn, 2016).

As discipline practitioners, and as people, we are increasingly
called upon to collaborate with others. This might be people
familiar to us, those with whom we have a working relationship
developed over time. However this is not always the case. We
might also need to work with people whose working practices are
in conflict with our own, whose lived experiences are far removed
from our own and whose values are at odds with our own. This
need to collaboration outside our usual boundaries can be under-
stood as ‘open’, enabling wider participation and juxtaposed to
the traditional ‘closed’ practices of internal working.

Chesbrough considers open innovation as ‘the use of purposive
inflows and outflows of knowledge to accelerate internal innovation’.
In this way, organization’s that engage in an open way gain value

in the contributions from external resources, including knowledge,
processes and experiences; the ‘inflows’. The ability to collate and
leverage these connections enables an enhanced distribution of
knowledge that can be used to develop improved working practic-
es and create new business opportunities; the ‘outflows’.

The concept of collaboration can be linked to contextual learn-
ing and within organizational learning the benefits of knowledge
transfer and knowledge exchange have been identified. Piller and
Walcher (2006) recognize knowledge as a source of competitive
advantage while Brown and Morrad (2013) support the view that
SME networking activities are critical to the acquiring of this new
knowledge. Collaboration is inherent within the design discipline
where it is recognized that the design process is a creative social
process involving teamwork, in which each individual contributes
shared experience to the common goal of designing a product
(Bucciarelli (1994, Sanders & Stappers, 2008; Koskinen et al.,
2011) while Cross (2007) states that design knowledge resides in
people, processes and products.

Building on the role of the social, interaction between participants
is recognized as a critical element, whereby those engaged shape
and transform both themselves and the environments within which
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they work (Lee-Kelley et al, 2004). Similarly Du Plessis (2008) and
Nonaka et al, (2000) refer to the capture of knowledge on collabo-
rative platforms, arguing that the success of knowledge capture in
this context can be attributed to the fact that knowledge transfer
is a social activity.

Frequently, collaboration is based around a specific challenge and
aims to work towards a common goal or shared solution. The
value of that collaboration is most commonly realized in that final
outcome or emergent solution. While this is often used as a meas-
urement for the success of a collaborative activity, little reference is
made to the learning that takes place during the collaboration.

With this in mind, this paper explores experience of learning
within a multi-disciplinary collaborative design context. Exploring
Chesbrough’s notion, this paper asks how ‘open learning’ within
a multidisciplinary collaborative design context can make use of
those same flows of knowledge in order to realize value for those
participants engaged. Contextualised within a series of multidis-
ciplinary design-led events in Scotland, four emerging themes of
learning are identified. Deconstructing the emerging pedagogical
themes, this paper asks how design can enable wider participa-
tory education practices, with the aim of informing the knowledge
and understanding of learning space within a multidisciplinary
design context.

Open Innovation and Knowledge Flows

With its origins in business development and sustainability, open
innovation describes the purposeful capture of knowledge from
outside an organization (Chesbrough, 2003). Traditionally, organ-
izational research and development was confined, or ‘closed’,
within the departmental structures of a business and limited to the
extent of knowledge and experience of that internal team. Howev-
er as organizations adapt to new economic and social challenges,
the need to harness and capitalize on new opportunities encour-
ages movement beyond the existing structures.

Within Chesbrough’s open innovation paradigm (2006), he refers
to ‘inflows’ and ‘outflow’ of knowledge and this has been con-
sidered within a business context (Lichtenthaler, 2011). In this
context, inflows refer to the flow of knowledge from sources such
as suppliers, end-users and competitors and have a direct impact
on organizational capacity, enhancing understanding and creating
the conditions for development. Outflows refer to the output
generated as a result of the inflow of knowledge, for example

a new product or service informed by external knowledge and
developed in response.

In response to the growing literature beyond a business per-
spective, Lichenthaler (2011) suggests a wider definition of open
innovation that incorporates knowledge management, ‘open
innovation is defined as systematically performing knowledge
exploration, retention and exploitation inside and outside an or-
ganization’s boundaries throughout the innovation process’ while
West and Bogers (2014) redefine open innovation as “a distributed
innovation process based on purposively managed knowledge
flows across organizational boundaries”. Each of these definitions
aligns with an understanding that open innovation has the poten-
tial to move beyond the business domain.

Collaborative Learning

Based on the understanding that knowledge is socially construct-
ed and enacted through the interaction and exchange of experi-
ences, information and ideas, collaborative learning has potential
to respond to multi-faceted challenges in a cross disciplinary way.
By engaging multiple perspectives, experiences and ideas can
be socially enacted, suggesting a participatory element. This

is aligned with the belief that participation is critical to learning
activities (Leidner & Jarvenpaa, 1995). From this perspective, the
participatory nature influences a stronger contribution, enabling a
better the learning experience. The shift towards an increasingly
‘participatory culture’ (Jenkins, 2006) and the resulting evolution
of perspectives of value within learning contexts has significantly
altered the practices of engagement. No longer is the teacher the
master of knowledge and the learner an empty vessel waiting to
be filled, but a more equal and reciprocal sharing and collabora-
tive creation of knowledge is favoured, inextricably linked to social
interaction and the democratization of knowledge production.

Collaborative learning combines diverse perspectives with the aim
of iluminating and unpicking the complexities of interactions in-
volved. On practical level, learning in this way can only be situated
contextually. Taking form from the mix of participants engaged,
the collaboration evolves constantly based upon the level and
quality of interaction that takes place. It is though this interaction
that the sharing of knowledge, skills and tools takes place, shifting
learning from an ‘individual solidary act’ towards something more
engaged and collaborative (Jonassen et al, 2006). This is sup-
ported by Carcasson et al, (2010) who state that each participant
within a collaborative partnership has the ability to influence the
social dynamics and the potential outcome of collaboration, shap-
ing the process as well as the output.

Warburton (2003) recognizes the opportunities offered by collab-
orative approaches to learning beyond the subject matter in ques-
tion. By being immersed within a collaboration, the practices and
working processes of each individual member, and the discipline
from which they emerge, are made explicit, creating opportunities
to understand and bridge ‘disparate discourses, traditions and
methodologies’. In this way, the final output becomes less impor-
tant; of interest is the experience and learning that occurs as part
of the process of collaboration.

Learning Theories

Across the literature, learning theory within collaborative contexts
is still under-researched, with no common approach adopted
(Leach et al, 2013). In considering the learning theories that exist,
Leidner and Jarvenpaa (1995) state that no theoretical positioning
is dominant, rather the learning context, the subject matter and the
participants involved will work to shape the learning style required.

Constructivist approaches consider a more adaptive and active
model of learning and has a focus on reality as being socially
constructed. Learning in this way is person-centered, with each
learner working at their own pace to interpret the information
offered in a way that is based upon their own understanding of re-
ality and experiences. Here learning focuses on the exploration of
multiple perspectives or contextualized learning (Jonassen, 1993).



Collaborative approaches that consider learning as a social pro-
cess, one in which the interpersonal interactions of learners enables
a more effective learning experience, build upon the theoretical
foundations of Vygotsky (1978). By encouraging participatory
practices, this model assumes that knowledge is created as it is
shared. A critical element of this model is the value of participants’
contribution, their experiences and knowledge and the impact this
has on the wider learning experience of the group (Alavi, 1994). In
collaborative learning situations, through conversations, discussion
and debate, participants offer explanations, interpretations and
resolutions of problems which lead to social construction of knowl-
edge, as well as development and internalization of meaning and
understanding (Alavi, Wheeler & Valacich, 1995).

More recently, a socio-material or social-cultural perspective has
dominated describing learning theories that ‘move beyond individu-
al acquisition, representation and transfer, emphasizing instead how
learning is embodied in dynamic relationship among people and
their physical contexts’ (McMurtry et al, 2016). In this way, learning
is understood as a more relational process, engrained in the
collective and emerging though the social relationships developed.
Furthermore, these perspectives consider that the tools for learning
have an explicit role to play in the learning activity that takes place
(Leach et al, 2013). This theory is particularly interesting within the
context of participatory design whereby the tools and methodology
adopted are integral to the process of collaboration.

Research Setting

Four design-led events (chiasma) provided the context for this
study. Chiasma are two and a half day, residential knowledge
exchange workshops organized as part of large research project,
Design in Action with the aim of exploring the potential of design
as a strategy for growth in Scotland and each chiasma had a
particular societal or economic challenge to address. Participants
were recruited from across design, business and academia with

a view to collaboratively developing new business ideas towards
potential seed funding of £20,000.

Methodology

The study undertook a qualitative approach in order to capture
and explore the experiences of learning within the chiasma con-
text and included interviews with thirty-five participants (thirteen
business participants; thirteen design participants and nine aca-
demic participants) with the aim of exploring and capturing their
experiences of learning. The interviews were semi-structured as
focused around key themes: the chiasma experience, networks
and collaboration and innovation and reflection.

Data Analysis

All transcripts were thematically analyzed enabling the clustering
of data, from which the experiences of learning began to emerge
for each participant type (business, academic, designer). From
there, it was possible to identify and themes across each disci-
pline and the emergent inflow and outflow of learning.

Findings

Four key learning themes emerged across the three participant per-
spectives; interaction, experience, practice and reflection and these
will now be discussed in relation to inflow and outflows of learning.

Interaction

Interaction emerged as a theme of learning for all participants. In
the first instance, business and academic participants discussed
the participatory nature of interaction and the resulting impact on
how they engaged. The chiasma comprised of a series of intensive
design activities including persona development, fast ideation and
prototyping and lightning talks from experts. Each activity was de-
signed to engage participants in a hands-on way and enable them
to make meaningful contributions. For many participants, this level
of participation was described a new way of collaborating, “There
was no time for sitting back, we had to be involved from the start
you know, get our hands dirty. It was miles away from what I'm
usually like in a business meeting” (Business Participant).

This participatory interaction can be highlighted as a learning
inflow. Identified as a way of engaging beyond the usual business
and academic models of interaction, both participant groups
remarked on the intensive nature of the participation and the ease
with which they felt they could contribute to the activities due to
the level of engagement required, “It was amazing how much we
all shared during the first activities. It was so easy to be open and
| learned so much about some of the people at my table. In my
normal job, it might take us months or even years to get to that
point of familiarity” (Academic Participant).

093

The learning of design participants was less clear in this theme.
Many design participants were familiar with the methodologies
used and felt comfortable in that space of interaction. Howev-
er, some designers had never worked out with the traditional
designer/client brief context and found the emerging dynamic
enlightening, “It was challenging for me to not take the lead, as a
professional designer I'm used to telling people how it should be,
what they best idea was but | had to take a step back and share
that responsibility” (Design Participant).

In terms of outflows and how the emergent learning might extend
beyond the chiasma setting, this was most apparent in the sharing
of individual knowledge and the shift towards a collective under-
standing. The high level of interaction enabled participants to
share, understand and most importantly value the skills and knowl-
edge of each participant as well as the potential contribution they
could make to the collaboration, “We got to know each other really
quickly, the tasks were fun and we relaxed. It meant that when we
came to choose team members, you could quickly identify those
people who thought the same as you, who appreciated or valued
the same things” (Design Participant). The increased level of inter-
action created a rich dialogue, open to all contributions and each
participant group identified this as a key contributor to the degree of
openness, “...very quickly we moved beyond our job titles or what
we did or believed it. We were people. | wasn’'t a business owner
but a person, just like them” (Business Participant).
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Experience

Experience in the chiasma setting was linked predominantly to the
creation of an authentic learning context. There was agreement
among participants that the exposure to multidisciplinary perspec-
tives, combined with tasks undertaken as part of the collaboration
(the design-led activities), created an environment conducive to
learning and furthermore had impact on learning both at the time
and following the chiasma. Again, the learning through experi-
ence, or learning by doing, was highlighted more strongly by the
business and academic participants, who referred to engaging
with the design methods and how this facilitated group formation;
“the way of working, the design part | guess, really helped us to
work though who we were as a team and what our USP was”
(Business Participant). Design participants referred less to the
experiential learning gained through engagement with tools and
more towards the capture of experience and the broader under-
standing this provided.

This learning, related to the gathering of insights through the shar-
ing of personal experience and storytelling was another significant
inflow. In this way, participants were able to learn from multiple
perspectives, increasing their awareness and appreciation of

the wider disciplines within their team. This was apparent in the
generation of a shared understanding of competencies as well

as through a realization of the discipline specific skills each team
member brought to the collaboration, “l learned a lot about the
experiences of running a business. | hadn’t encountered that level
of sharing before, they were real-life experiences and quite unlike
what I'd expect to read on the subject” (Academic Participant).
This also extended to the role of the designer within the collabo-
ration, “I realized that the designer was there for much more than
decorating the packaging” (Business Participant).

Through making explicit the professional and personal com-
petencies of individual participants, it became clear that this
worked to manage expectations within the collaboration. Partici-
pants were both aware of people’s expertise as well as where
their own strengths lie in relation to others, “I felt that it was an
engaging and challenging couple of days, exposing me to many
different personalities and backgrounds in a short time period”
(Academic Participant).

The collective learning that emerged was visible as an outflow in
the final business ideas. This highlighted the learning journey for
each group, illustrating how far the idea had progressed and how it
had been informed by the experiences and interactions within the
group. Furthermore, in the period after the chiasma participants
had the opportunity to rework their pitch into a final proposal for
seed funding. The applications submitted demonstrated the out-
flow learning that took place, making reference to the feedback giv-
en during the chiasma and in the subsequent iteration of the idea.

Practice

The inflow of learning through practice was visible as individual
participants and as the collective. Individually participants devel-
oped a more cohesive understanding of their own working. Addi-
tionally, participants identified occasions when their contribution
evolved beyond the current understanding of their role towards

a new positioning within the collaboration. This was observed

when individuals assumed roles within the groups and most
notably when a design participant discussed how they had been
called upon to act as a mediator between two other participants
using their skills in a non-traditional way, stating, “I've become a
cross-disciplinary interpreter” (Design Participant).

Learning around practice related to design, the application of de-
sign as part of collaborative activity and the role of design in a wider
strategic sense. For the designer, this was linked to learning around
articulation of the role of the designer and also how to consider
design skills beyond the traditional design discipline, “l was really
forced to consider myself as a designer in the broadest sense, |
wasn't a textile designer anymore, | was simply a designer” (Design
Participant). The realization that design skills moved beyond the
particular skillset of a discipline was a recurring theme and raises
questions about the way in which designer self-identify and articu-
late their role. However the learning went beyond design practices.
Some participants also referred to the business practice knowledge
generated, “...provided new tools and approaches for business that
| hadn’t heard of before” (Design Participant).

As the collective progressed through the design activities, forming
meaningful relationships, the group became a cohesive entity;
“We started out as a group of individuals but became a unit”
(Business Participant). This was supported by an academic par-
ticipant who shared that, “It took our team a while to get to a point
where we had a shared vision, but our idea was stronger when we
got there in the end.”

Examples of outflow of learning include the transformation of tacit
knowledge to explicit, enabled by design practice. Participants
articulated their individual discipline specific skills and knowledge

in a way that could be easily understood by all members of the
collaboration through engagement in design methods “...I simplified
what | do in the beginning, to make it easier to understand but once
people started working together, they got it and | could be more
complicated in my description” (Design Participant). Furthermore,
the adoption of good working practices from each discipline and

an openness to future collaboration were also identified as learning
points within the chiasma highlighting the potential impact beyond
the chiasma context, “I've used some of the techniques since, in my
own work” (Business Participant).

Reflection

Reflection was most strongly linked to learning in a balance
between inflow and outflow. Participants absorbed the inflow of
knowledge during the experience then through synthesis, reflected
on that experience and identified their key learning points. These
were then applied at a later stage of the chiasma process with im-
pact beyond the event itself; “| took lots in, it was non-stop immer-
sion in a really intense conversation and it wasn’t until later, when
I'd had a chance to process it that | realized what were important
things to remember” (Business Participant). This was most visible
as the teams begun to develop their business idea in response to
both societal challenges and the experiences of fellow participants,
“There was a lot to take in at the start, lots of people sharing their
experience and it wasn’t until we had really begun to develop our
business idea that we could really go back and unpick those expe-
riences” (Academic Participant).



Aside from the acquisition of new knowledge identified in the previ-
ous themes, there was a recurring discussion of self-development
and personal learning that emerged around the idea of reflection.
Participants noted that the direct experience of interacting in a
collaborative setting supported the development or enhancement
of personal skills, competencies and values. For designers, this
was linked to the democratization of design as a practice: “I'm
usually quite self-absorbed at work. When I'm designing, I'm the
only one who makes decisions so it was challenging to have to
share that design responsibility” (Design Participant). For business
and academic participants, this was linked to a better understand-
ing of multidisciplinary collaboration; “I'm much more aware of the
range of possibilities. My discipline is so rigid; it’s difficult to try new
ways of working. But | feel inspired to try, to push the boundaries”
(Academic Participant).

Discussion

In considering open learning as part of a multidisciplinary col-
laborative design context highlighted, a number of points were
highlighted enabling, informing and supporting the creation of a
space for future participatory education practices.

The Ethics of Open

It was clear that creating a shared grounding, or underpinning,

for the collaboration in the early stages of the collaboration was
essential. This underpinning ensured participants were clear in
terms of the aim of the collaboration, the anticipated form and

the expected contribution from each participant. This underpin-
ning was developed on a set of core ethical considerations and
included the individual elements of mutual respect, a valuing of in-
dividual skills and knowledge, a sense of equality and reciprocity.
Only once participants felt that had reached a consensus around
theses common values could real and balanced contributions be
made. Participants noted that learning took place most naturally
once this shared understanding had been reached. These ethical
interactions reflect the qualities inherent in design practice and
can work to support open learning within a participatory context.

There was also a significant role for design in creating an space that
was open and equal, enabled through the design tools and activi-
ties and through design-based facilitation that reinforced the ethical
qualities of design (empathy, creativity, humility, ability to fail) and
that then supported the potential ability of participants to learn.

Space for Social Interaction

It was also apparent that the social element of collaboration was
critical to the learning process within the chiasma. The social
interaction enabled the conditions for relationship building, then
contributing to the extent to which participants shared. Once par-
ticipants had reached a safe space where they could confidently
contribute, learning was actively enabled. Social interaction in this
context, and in particular the conversations and dialogue that took
place around engagement with design tools was fundamental to
learning from a socio-material perspective. The connection with
design artifacts, the development of a shared understanding,
allocation of meaning and translation of multiple perspectives

deepened the connection and worked towards enabling a space
for learning. This space for social interaction is aligned with
similar considerations of the role of conversation in learning and
teaching pedagogies (Laurillard, 2007).

The creation of an authentic learning setting also significantly con-
tributed to the level of which participants felt they had a learning
experience. The engagement of multiple disciplines ensured that
the different perspectives offered were realistic and the experienc-
es shared were relevant to the societal and economic challenges
being addressed within the chiasma. Aside from enabling wider
learning around multiple perspectives and experiences, partic-
ipants were able to work in a contextualized and situated way,
learning how practices differ across disciplines and considering
real world applications of thinking from outside their traditional
learning boundaries.

To this end, learning in the chiasma context is a situated and
contextual social activity and as such requires a space that ena-
bles open social interaction. Reed et al. (2010) state that social
learning is the “change in understanding that goes beyond the
individual to become situated within wider social units or commu-
nities of practice through social interactions between actors within
social networks’ and this was true of the chiasma. Further to this,
the role of design within the social space enabled facilitated and
mediated learning through the use of tools and methods used.

Learning as Added Value

While the chiasma was designed as a knowledge exchange activ-
ity, the key focus and anticipated outcome described by partici-
pants was the generation of a viable business idea and the subse-
quent seed funding. Neither individual nor collective learning was
considered as an explicit outcome of the chiasma experience.
Despite this, all participants reported learning as added value.

The participatory nature of the chiasma required a high level of
engagement and this worked to support the participants as active
learners. This is a view shared by Mochizuki and Fadeeva (2012)
who consider the empowerment of learners through participatory
activity. A critical element then is the shift from individual thinking
to a shared collective way of engaging and interacting.

Similarly, participants were not always aware that they were learning
in situe, with many stating that the full understanding of the learning
they experienced was not fully understood until they had the
opportunity to reflect post-chiasma. The tangible and immediate
outcomes of learning, in this context the knowledge, understanding
and skills developed as a collective can be used as examples of ef-
fective learning and furthermore they may work to support learning
practices and attitudinal change in the longer term.

Conclusion

In considering these findings, the role of design can be seen to
enable the conditions for open learning within a participatory
experience. By first creating value for individuals before work-

ing towards the generation of collective value, the learning that
emerges at each stage of the process works to encourage greater
connectivity and cohesion and can enable a space for more
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effective collaborative activity. This creates interesting opportu-
nities for considering design within pedagogical approaches and
the role design might play in facilitating, negotiating and support-
ing complex contexts.

Beyond this, it is clear that learning in this context can be under-
stood in two ways. The perceived learning, that is the knowledge
participants expect to learn within a particular context, and the ac-
tual learning, the development of tacit knowledge that isn’t often
fully realized until beyond the particular event. Whether learning

is planned or not, the participatory nature of collaborative design
activity encourages it to become an inherent element, enabling
opportunities for wider participatory education practices.
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ABSTRACT

The aim of this paper is to present the conceptual framework that
has driven the establishment of the educational model developed
under the CREA European Project. CREA Educational Model and
Didactic Framework represent a best practice in teaching the first
stage of entrepreneurship in intensive Summerschools in 6 cities
in Europe, using Creativity and ICT as leverage of innovation.

The methodology adopted to frame the didactic and teaching
method has been based on four different strategies:

- Literature review based on framing entrepreneurship
education;

- In-depth research with a collection of surveys from a
European panel of students;

- A collection and evaluation of 50 best practice cases;

- piloting with a first edition of a European network of
summer academies developed under the CREA project.

Starting a company requires considerable entrepreneurial skills.
CREA was born to empower these soft skills, driving students
to include creativity and ICT in their entrepreneurial educational
journey. Along with creativity other drivers have been included in
the educational model:

- international exchange of teachers;

- positioning for (very) early stage start-ups;

- physical contact with the students to create a stable
community combined with online mentoring;

- design thinking and strategic business design;

- intercultural cooperation, teambuilding and networking as
pillars of the two training weeks (first week focus on idea
generation, the second on business modeling).

In 2015 a first pilot edition of the 6 CREA Summer Academies has
been realized in 6 European cities. CREA aims to build a bridge
among idea generation and business modeling in order to support
students in the first stage of the travel in the world of start-up.

Keywords
design thinking, business modeling, didactic innovation

Methodology

In 2014 European Commission started a new line of funding pro-
grams focused on supporting new ways to teach entrepreneur-
ship to new generations of high school and university students. A
network of universities, incubators and local agencies answered
to this request with a two years program aiming to combine
research and training in a unique path of knowledge growth fo-
cusing on three main pillars: creativity, ICT and Entrepreneurship.

Figure 1. CREA Summer Academy pillars

The project strengthens the European Entrepreneurial base by
setting up a network of summer academies focusing on these
three pillars thus establishing new best-practices in teaching
entrepreneurship. The cross-fertilization between ICT and creative
sectors is particularly important since they are two important
drivers that new entrepreneurs can use to generate disruptive
innovation with start up ideas in different fields.

The methodology adopted to frame the didactic and teaching
method was based on four strategies:
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- Literature review framing generic business start-up activities
and entrepreneurship education activities and the general
contribution of creativity and ICT in the start-up framework;

- In-depth research collecting surveys from a European panel
of students adopting a user centered design approach in the
educational model;

- A collection and evaluation of best practice cases with a
consequent positioning of an innovative educational model
(the CREA Educational Model and Didactic Framework);

- Piloting a first edition of a European network of summer
academies developed under the CREA project.

Starting from the knowledge and experiences the Consortium has
built with past research, CREA has adopted a recursive method:

- the Consortium started with experiences and models of
research and teaching used in past activities in order to
develop a first model of action;

- the first model of research and training has been simultane-
ously compared with best practice cases and tested in prac-
tice with a 1st edition of 6 summer academies;

- the monitoring and assessment activities allowed the
Consortium to redefine the model for the 2nd test;

- at the end of the second edition the Consortium will develop
the best model for Summer Academy to share with a large
panel of Universities all over Europe.

The CREA methodology is depicted in figure 2:

Figure 2. CREA methodology

Culture and Creativity as New Drivers for
Entrepreneurship

Culture and creativity are increasingly important not only for their
social rule, but because they are the levers for the creation of new
companies, jobs and to generate growth and drive traditional
economies towards new areas of innovation. Within the CREA
project, culture and creativity are recognized to be important to en-
trepreneurship and entrepreneurship education on different levels.
First of all, creativity plays a crucial role in the development of new
businesses in the innovative domains as a driver for invention, cre-
ative new business ideas and innovation. Secondly, a cultural and
creative environment is very important to foster the development
of entrepreneurship and innovation. Thirdly, creativity and creative
methods such as design thinking are more and more recognized

as being important factors in the strategic design of new business-
es as they contribute to user-centric thinking, market adaptation,
communication skills and other entrepreneurial skills. Therefore,
design thinking and the creative approach to entrepreneurship are
important elements of the CREA entrepreneurship education.

Invention, Innovation and the Cultural and Creative
Environment

In the “Theory of Economic Development”, Schumpeter already
proposes that entrepreneurs starting new businesses provide the
engine for economic growth (Schumpeter, 1942). In recent years,
entrepreneurship has indeed come to be perceived as the engine
of economic and social development throughout the world. More-
over, innovation and the use of creativity and ICT have become
very important drivers for entrepreneurial success. ICT and crea-
tivity (design, communication, culture, arts, creative technologies,
etc.) help start-ups not only to update their skills and their commu-
nication strategies according to the market requests of today, but
also play a vital role in innovation and the development of creative
new products and services for mobile, web, etc. For this, the
environment is playing an important role, as physical locations are
a huge factor in fostering the development of entrepreneurial and
therefore innovative and creative environments. In the definition of
Scott (2006) the creative field has three main peculiarities:

- There is a network of firms and workers, creating an interac-
tive agglomeration;

- “Itis constituted by infrastructural facilities and social over-
head capital, as schools, universities, research establish-
ments, design centers, and so on” (Scott, 2006: 8);

- It expresses the “cultures, conventions, and institutions”
(Scott, 2006: 8), being characteristic of the agglomerated
system of production and work.

The creation of an innovative entrepreneurial environment has
been discussed by Manimala (2009). He distinguished between
task environment and general environment. The task environment
is defined as composed by “factors which have specific impact
on business activities” (122) such as customers, suppliers, labor
markets, financial institutions, competitors etc. The general envi-
ronment is defined as the collection of economic, socio-cultural,
legal-political and educational systems of a society.

The new-schumpeterian approach perceives the technological,
social and cultural environment as the essential factor for devel-
oping entrepreneurship through creativity. Creativity has collective
and widespread characteristics because the most brilliant people
think new ideas and then other people (entrepreneurs) make

their development possible (West, 1997). According to Fagerberg
(2003), the first phase corresponds to invention, while the second
phase constitutes innovation. Innovation puts the invention into
practice; therefore it is in this phase that creativity and entrepre-
neurship come together in strategic business design.

All these environmental and business design issues are at the
basis of the development of the CREA model, favoring the devel-
opment of entrepreneurial capabilities, at an international level,
starting from creative ideas and with the support of ICT.



Creativity in Business Design and Entrepreneurship
Education

Recent studies suggest a significant positive relationship of
intellectual capital with business performance. Intangible assets
are important in management processes since they are consid-
ered to be a critical source of sustainable competitive advantage.
Business start-up success can be partially explained by human,
organizational and relational capital elements. Each of these fac-
tors deals with intangible elements such as entrepreneurial skills,
strategic decision-making, market adaptation, communication
strategy, networking ability and so on. Creativity and design think-
ing highly contribute to these elements in innovative ways. Within
the CREA project, these assets are used as part of the business
design process, as business design is a creative problem-solving
methodology applying the designer’s way of thinking to create
(business) value. Design thinking is a critical part of the CREA
entrepreneurship education, as the principles of design thinking
teach the students and young entrepreneurs to base and evolve
their ideas, products and services in a user-centric way. Taking
the user and customer as the most important starting point for
their business design and product development, start-ups highly
increase their chances of success as they learn to adapt to real
customer needs and market developments. In section 4.0, we
will elaborate on the design thinking methodology as part of the
CREA education.

Entrepreneurship Education

Entrepreneurship education covers a wide variety of audienc-
es, objectives, educational material and methods. According

to Fayole and Gailly (2008) entrepreneurship education aims at
defining educational activities based on answering the following
problem-framing questions: Why (objectives, goals)? For whom
(targets, audiences)? What (contents, theories)? How (methods,
pedagogies)? For which results (evaluations, assessments)?

The ‘Why’ dimension. One of the primary objectives of entre-
preneurship education is to provide some kind of educational

(or training) process aiming at influencing individuals’ attitudes,
behavior, values or intentions towards entrepreneurship. An
equally important objective relates to the acquisition of personal
skills in entrepreneurial activity, whereas new business formation,
opportunity recognition and managing of existing small firms have
been recognized as less important objectives.

The ‘For whom’ dimension. Participants in entrepreneurship ed-
ucation programs may have various socio-demographic charac-
teristics and various levels of aspirations. Therefore, the design of
educational activities and programs on entrepreneurship have to
take into account the diversity of audiences, their social, demo-
graphic and psychological characteristics, as well as the academ-
ic background of participants (Bechard and Gregoire, 2005).

The ‘What’ dimension. Both the course focus and content nor-
mally vary according to the specific requirements and needs of
participants. Fayolle and Gailly (2008) distinguish three main axes
for structuring entrepreneurship education: the professional axis,
the spiritual axis, and the theoretical axis. Of particular importance
to the work of CREA is the professional axis of entrepreneurship
education relating to three kinds of knowledge:

Know-what: what one should do to act in a given situation, e.g.
to take advantage of an opportunity, to validate an opportunity, to
conduct market research, to establish a technology company, etc.

Know-how: how one can deal with a given situation. For example,
how to identify risks and face them accordingly, how to combine
work and personal life balance, etc.

Know-who: who are the “right” people and the “right” networks
that will be useful in providing resources and guidance to the new
entrepreneur. These may include specific contributing actors,
such as developers, engineers, marketing experts, as well relevant
organizations such as incubators, venture capital companies,
business angels, etc.

In addition, the spiritual axis is important in CREA as well, as team
building and team spirit as well as developing the entrepreneurial
spirit of individual students plays an important role in the CREA
entrepreneurial education.

The ‘How’ dimension. There is a wide range of pedagogical meth-
ods and approaches being tested and used for teaching entrepre-
neurship, including case studies and role-playing. Overall, entre-
preneurship education researchers categorize teaching methods
into two groups: the “traditional methods” (mostly lecture-based)
and the “innovative methods” (action-based), also known as
“passive methods” and “active methods”, respectively. The latter
require the instructor to facilitate learning and apply methods that
enable students’ self-discovery. Other methods used, but not as
common as the previous group, include: a) business/computer or
game simulations b) video and filming and c) role models or guest
speakers. CREA specifically focuses on innovative action-based
methods, building on the student’s ability to use the creative
approach to their entrepreneurship and business idea, as is also
discussed in the following section.

The ‘For which results’ dimension. The issues and challenges re-
garding the assessment of entrepreneurship education programs
relates on one hand to the selection of evaluation criteria and on
the other hand to their effective measurement. The selection of
evaluation criteria is linked to the diversity of objectives of entre-
preneurship teaching programs (Gartner and Vesper, 1994). Such
criteria can be related to specific knowledge, specific skills and
tools, level of interest, degree of participation in the classroom,
etc., based on what the programs’ organizers want and are able
to measure.

Based on the above framework for entrepreneurship education
developed by Fayolle and Gailly (2008), and as a first step towards
addressing the CREA challenges, we developed the CREA Edu-
cational Model (CEM) and Didactic Framework, which is present-
ed in more detail in later sections.

Practice-based Approach: Design Thinking
and Business Modeling

Creative approaches to entrepreneurship are based on a number
of nearly opposite assumptions from the predictive approach.
First, in a creative approach, entrepreneurs start with who they
are and what they know - personal achievements and passion,
experience, education (Fiet & Patel, 2006). Second, it is assumed
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that the entrepreneurs initiate actions from a position of inclusion
in a wider social framework (Granovetter, 1985, 1992). Observing
and reflecting on her situation, an aspiring entrepreneur may ask,
what can | do with my own resources? Who do | know that can
lead me to other, much-needed resources? Third, entrepreneurs
create the venture’s culture and overall operating environment
through social relations (Alvarez & Barney, 2007), thus intrinsically
taking into consideration the wider network of entities that they
need to link with. Particularly, they bring along new people who
reshape perceptions of the environment and modify beliefs about
what is desirable, feasible, and viable. Venture stakeholders are
not necessarily assembled based on some measurable fit with the
objective target opportunity, but rather based on who demon-
strates passion to act with the available means (Dew et al., 2009).

As can be learned from this paper, it is these factors that the
practice-based approach of the CREA entrepreneurial education
is stimulating through learning by doing, learning by designing,
learning by networking and learning by reflection (reflective prac-
titioner). Design thinking and business modeling, combined with
team building and action learning, are the methods in which CREA
is achieving those goals.

Design Thinking: from Theory to Practice

Design is becoming a pervasive aspect in different fields and
additionally increasing its importance in the set of disciplines in
training programs addressed to entrepreneurship. A huge range
of subfields, such as industrial design, product service system
design, communication and interaction design, service design,
and strategic design are becoming crucial for several new areas
of business for future start-ups. ICT are driving the creation of a
large panel of new companies opening a need of knowledge in
designing the service, the whole experience of use and interac-
tion, and the communication channels for new entrepreneurs.
Design should support the process of creation of a new company
because it is close to the company strategy: strategic design is a
mindset that drives to face challenges and problems in the entre-
preneurial journey. Future-oriented entrepreneurs need to meas-
ure their success in terms of relevance of designed products,
services and conceptual solutions for people's everyday lives.
Entrepreneurs like designers need to go out and observe people's
experiences in the real world rather than rely on extensive quanti-
tative data to develop their insights (Brown, 2011).

They have to begin with immersion in real-life situations to gain
insight into experiences and meanings forming the basis for
reflection, imagination, and design (Nelson and Stolterman, 2012).
The process of business idea generation should then start from
ill-defined problems (Buchanan 1992; Gaver 2012), integrating
processes of observation and reflection that generate a purpose
for design thinking activities aimed to create products, processes,
and services that transform reality.

CREA started with a purpose to create a training program able to
improve such skills and creating a bridge between design thinking
and business modeling theories and practices. The learning theory
at the base of the CREA educational model is the Design Experien-
tial learning (Dewey, 1938) with a holistic model of the experiential
learning process (Kolb, 1984). According to the six propositions of
the theory (Kolb, 2005) we identified the specific focus of the CREA

learning purpose in the entrepreneurship education.

Learning is best conceived as a process, not in terms of out-
comes: in CREA students pass through a process combining
theory and practice in a two weeks training program. In CREA
students start with an idea and vision, and go out with an entre-
preneurial attitude together with a first start-up experience. All
learning is relearning: in CREA students are driven to a continuous
cycle of examination, testing, integration and redefinition of ideas.
Learning requires the resolution of conflicts: an important part

of the CREA process is the team-forming and the teambuilding.

At the beginning of each summer academy, interdisciplinary and
intercultural teams are built. In these teams, different fields of
expertise, different disciplines and different cultural and educa-
tional backgrounds come together. In the CREA learning environ-
ment, students learn to use these differences within their team as
vehicles for creativity, cooperation and professional development,
supported by their coaches and specific didactic tools. Empow-
erment and resolution of conflicts in the team working are the
leverage of the work on their business idea. Furthermore, students
also learn from the resolution of the conflicts they encounter
between their own ideas and (business) designs and the feedback
and needs they get from real-life users and customers. Students
are specifically urged to gather input from users and customers

to improve their business idea and market potential, and the ac-
cording adaptation of their own ideas is a very important learning
experience. Learning is a holistic process of adaptation to the
world: in CREA personal motivations of students are at the base of
the learning process. A continue process of reflection combining
personal thinking and behaving with relevant needs and problems
recognized in the global society is the core of design thinking

and business modeling practice. Learning results from synergetic
transactions between the person and the environment: in CREA
students spend two full time weeks sharing time of study, practice
activities, leisure, game, field visit including local communities and
different stakeholders in the learning process. Learning is the pro-
cess of creating knowledge: including dedicated sessions for the
knowledge sharing between students and teachers and adopting
specific tools to collect feedback during and after the learning
process, CREA represents a platform for the continuous creation
of knowledge around creativity, ICT and entrepreneurship. The
learning experience of CREA in each summer academy could be
different and balanced on the four learning styles (Kolb, 2005):
abstract conceptualization, active experimentation, concrete
experience and reflective observation. The different mix of learning
methods (Fig. 3) is generating different learning experiences for
the summer academies.

Figure 3. Learning methods in the 4 clusters of learning styles adopted in CREA
framework.



Business Start-up Process

New ventures must tackle a number of diverse problems, pitfalls,
and obstacles. In an effort to systematize the steps towards new
venture creation and to offer guidance and advice to aspiring
entrepreneurs against unpredictable problems, many scholars
proposed a more systematic, process view of entrepreneurship
whereby tested steps are taken to identify and evaluate a business
opportunity, formulate a business model, quantify the resources
needed, create a plan, and implement it. According to this view,
an entrepreneur “works backwards”: from fixed assumptions
about the demands of exploiting an entrepreneurial opportuni-
ty to specifying, executing, and monitoring the plan (Chandler,
DeTienne, McKelvie, & Mumford, 2011). Along this line of thinking,
Applegate (2014) has identified two stages in the entrepreneur-
ial journey: The first is the Pursue Opportunities stage, in which
aspiring entrepreneurs first recognize potential opportunities and
make the decision to become entrepreneurs and then adapt and
shape the opportunity as they clarify assumptions and reduce
uncertainty as the new venture is launched. The second stage is
the Pivot to Growth stage, where entrepreneurs start to engage
with the ecosystem and make the transition from a startup to a
sustainable business by exploiting growth options, scaling up
the business and harvesting value. Other scholars have worked
further along these lines and have refined this approach. Reyn-
olds (2000), for example, has come up with a business start-

up process that is considered to have four stages, with three
transitions. The first transition occurs when an individual decides
to pursue a venture creation — the gestation stage. The second
transition occurs when the gestation stage is complete, firm birth
has occurred, and an infancy-stage firm is in place as a running
business. Unfortunately, for many entrepreneurs, the next stage is
to abandon the effort. For the successful ones, though, the third
transition is a passage into the adolescence stage. In a subse-
quent work, Grilo and Thurik (2005) refined these stages into
seven engagement levels, which are comprised of:

two nascent stages (“thinking about it” and "taking steps for
starting up”), two business stages (“having a young business” and
“having an older business”), two exit stages (“give up” and “no longer
being an entrepreneur”), and an outsider stage (“never thought
about it”).

Later on, Van der Zwan, Thurik, and Grilo (2010) and Van der
Zwan, Verheul, Thurik and Grilo (2013) further adjusted the
aforementioned levels proposing a 5-step entrepreneurial ladder,
where each step comes as an answer to the following question
‘Have you ever started a business or are you taking steps to start
one?: No, it never came to my mind (‘never considered’), No, but |
am thinking about it (‘thinking’), Yes, | am currently taking steps to
start a new business (‘taking steps’), Yes, | have started or taken
over a business in the last three years and it is still active (‘young
business’), Yes, | started or took over a business more than three
years ago and it is still active (‘mature business’).

Three side answer categories were also defined:

(2a) No, | thought of it or had already taken steps to start a busi-
ness but gave up (‘gave up’).

(5a) Yes, | once started a business, but currently am no longer an
entrepreneur since the business has failed (‘failure’).

(5b) Yes, | once started a business, but currently | am no longer an
entrepreneur since the business was sold, transferred or closed
(‘sell-off’).

In this model, firm birth takes place between the third (‘taking
steps’) and the fourth (‘young business’) stages. Understanding
the influence of a number of variables in entrepreneurial ladder
transitions has been an important area of research in the field

of entrepreneurship. Their appreciation and understanding also
plays a key role in developing the right educational activities that
can help an individual move from one step of the ladder to the
next. Such variables include, for example, the role of gender, the
presence of role models - and in particular self-employed family
members which appear important for predicting involvement in
entrepreneurial activity - and the individual risk tolerance, which
has been found to have an impact on overall advancement in the
entrepreneurial process, although to some extent it holds back
individual’s intentions to start up a business. Of particular interest
is the role of educational activities in entrepreneurial activity.
Although there is significant empirical evidence that there is an
overall positive effect of the education level on entrepreneurial pro-
gress, the impact of education level is significantly more important
at the first steps of the “entrepreneurial ladder” - i.e. in becoming
aware of entrepreneurship as a possible career option and in
forming early entrepreneurial intentions - but appears detrimental
when advancing to later stages, where relevant experience and
skills may become more important (Van der Zwan, Verheul, Thurik
and Grilo, 2013). Therefore, looking at the business startup pro-
cess a need emerged for a specific training program addressed
mainly to the nascent stages of the entrepreneurial journey, when
the idea generation is expected to unravel to a business model.

CREA Case Study: Bridging Idea Generation
and Business Modeling

Thus, the nascent stages of entrepreneurship have proven to the
partners to be the best framework to establish an innovative train-
ing program focusing on creativity and ICT because in this stage
cross fertilization between design thinking, teambuilding and ICT
opens new paths of entrepreneurial journeys. CREA has been the
incubator of research and a piloting at European level of this new
model of training. Besides cross-fertilization between creativity,
entrepreneurship and ICT, internationalization and networking
were two other very important objectives of CREA. It functioned
as a laboratory to test the possibility of enlarging the network of
institutions participating in the Summer Academies in order to
increase the involved competences.

Best Practice Case Research

To establish a unique educational model customized on the three
pillars of CREA (creativity, ICT and entrepreneurship), the Consor-
tium performed a best practice case research. We identified over
50 programmes in Europe and US relevant for Entrepreneurship;
15 best practices were analysed and compared with the CREA
Educational Model in order to develop a unique and innovative
Didactic Framework able to distinguish CREA with a real value
proposition for high school and university students.

The questions that we focus on in the analysis of best practices
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were: How to stimulate entrepreneurship in an early stage of 'be-
coming an entrepreneur'? Where to put the emphasis and through
which tools and methods? In which way is CREA an addition to
the existing field of entrepreneurship education?

In line with these questions, the pillars of CREA Educational Model
were narrowed down to make the collection of data feasible.
Hence, the comparative framework has been formed taking into
account the first three pillars of CREA Educational Model, and the
selection criteria that led to the list of 15 good examples.

The key findings allowed identifying 5 drivers of innovation:

1. Individual vs Team + Local vs International. CREA Summer
Academies present a good balance among local impact and in-
ternational points of view. This strength allows to push local values
and expertise but connected with several international opportu-
nities and elements: experts exchange, multicultural approach to
participants, international events etc.

2- The three pillars (ICT, Creativity and Entrepreneurship). Our
best practices research highlights there are many courses and
programs focused on the combination of two of these three pil-
lars: ICT and Entrepreneurship, Creativity and ICT, Creativity and
Entrepreneurship.

CREA is the first program that combines all three pillars generat-
ing new points of view in the European training panorama.

3- Knowledge vs skills + learn vs practice. CREA chooses to
stress the practice-based approach while keeping a good balance
among knowledge transfer (lectures, best practice cases, key-
notes etc.) and skill building.

4- |dea development vs modelling + design vs management.
CREA wants to balance a design approach to the business idea
development and management of the business model. Conse-
quently, CREA Summer Academies have a strategic position on
the early stage of business development (the nascent stage).

5- Duration and costs. The average cost for similar training pro-
gram is between 1000 to 3000 Euros. This information is at the
basis of the Business Model of the CREA Summer Academies
after the expiry of the EU funding.

CREA Educational Model

According to the position of CREA in the panorama of training
programs and events for start-ups the Educational Model has
been set up based on 4 pillars:

1- Objectives. The goals of the summer academies have been
summarized in 4 main values: increase the entrepreneurial atti-
tudes/culture of participants, instill/lenhance entrepreneurial com-
petences and skills, actively pursue new business formation and/
or development, raise awareness about and/or enhance societal
aspects of entrepreneurship

2- Learning Outcomes for the CREA summer schools have been
defined as “statements of what a learner knows, understands
and is able to do upon completion of a learning process”. These

statements have been defined in terms of knowledge, skills and
competences. Each summer academy has identified specific learn-
ing outcomes according to the general framework shared among
the consortium but identifying specific focus according to their
particular expertise, program, schedule of contents and topics.

3- Structure, Contents and Teaching Method. Contents have been
selected close to thematic priority areas of a CREA: creativity, ICT
and entrepreneurship. Creativity: creativity and idea formation,
design thinking, pitching and communication. Entrepreneurship:
lean startup, business models, business planning, business model
canvas. ICT: ICT trends, big data, web development and mobile
application, user experience and interaction.

4- Evaluation. A set of tools has been developed according to the
need to evaluate the whole experience of students and teachers
at CREA summer academies. The main drivers of the assessment
have been: relevance, effectiveness, impact and sustainability.

CREA Didactic Framework

Following the principles of the CREA Educational Model, the shared
approach between the CREA partners was made more concrete

in the General Didactic Framework, describing ways of teaching,
coaching, team building et cetera. It was turned into a concrete
handbook to help all CREA partners, including future organizers of
CREA Summer Academies, to better understand and act on the
practice based approach to entrepreneurship education.

Implementation of Summer Academies

In 2015 a first edition of Summer Academies has been realized from
June to September in 6 European cities. Each summer academy
hosted experts and professors covering the three main areas of
CREA: creativity, ICT and Entrepreneurship. People from SMEs

and successful young entrepreneurs have been invited as keynote
speakers and mentors for the Summer Academies. Particular atten-
tion has been paid to the staff exchange and European mobility of
professors and experts from the universities and incubators involved
in the CREA project. Also, professional development of teachers and
professors was enlarged through learning from each other during
international meetings and additional webinars about the CREA Di-
dactic Framework. This way, all partners benefitted from each other’s
expertise in course content as well as teaching methods.

Training

Students in the first edition of CREA summer academies passed
through three main steps: from summer academy (among a call
for application and a first phase of selection) to the mentoring and
prototyping phase (after the two weeks of training) and finally the
ICT Business Idea Contest where the two best teams of every
Summer Academy (selected by a local jury) have had the chance
to present their ideas in a pitching session in front of investors
and incubators. Each summer academy addressed in its course
the principles of entrepreneurship and creativity, as well as the
use of ICT and technologies in a practice-based manner. The
first edition of CREA Summer Academies involved 134 students
from universities of 23 countries: Newcastle Summer Academy



(14 participants, from 8 countries), Ljubljana Summer Academy
(23 participants, from 4 countries), Utrecht Summer Academy (21
participants, from 12 countries), Tallinn Summer Academy (20 par-
ticipants, from 4 countries), Lake Constance Summer Academy
(28 participants, from 4 countries), Lake Como Summer Academy
(28 participants, from 9 countries).

Practice Based Learning In Teams

With the students’ ambitions and learning questions as a starting
point, the Summer Academies are characterized by a practice
based approach evolving around student teams working on their
own business idea, thus having a real start-up experience. Prac-
tice and theory are integrated, and theory is used to support the
formation and development of the business idea. The students,
bringing in different fields of expertise and different cultural and
educational approaches, learn from each other. In the process of
creating and solving complex problems together, they learn how
to communicate and work together in a pressure cooker situa-
tion. Professors, entrepreneurs and experts offer their knowledge
and support in the role of teachers or coaches in a wide range

of didactic forms, varying from seminars, workshops, field visits,
presentations, peer learning and consultancies.

Tools

A set of tools has been adopted from all the summer academies:
Business model generation (and business model canvas), Value
proposition canvas and User journey canvas. Additionally, a set of
innovative tools has been developed during the CREA project and
tested in the first edition of Summer Academies.

1- Me and my start-up team. Tool for team building (adapted from
the Ofman model) tested in 3 Summer Academies: Utrecht, Lake
Constance, Lake Como

2- Unpack Creativity Canvas. Innovative Tool developed in order
to cover the gap between idea generation and the business model
canvas. It has been tested in 2 summer academies: Utrecht and
Lake Como

3- Pitch cooking tool. Innovative Tool developed to support the
pitching preparation. It is a set of pitch guidelines followed by all
the teams involved in the CREA ICT Business Idea Contest.

Mentoring Activity

Mentoring and coaching were offered during the two weeks of
training to all teams to support them in the development of their
ideas. The coaching sessions took place in the afternoon in order
to have an application of tools and method learned in the morning
lectures. Each summer academy has managed the coaching and
mentoring activity choosing between or combining the following
modalities: 1) One coach has been chosen for each team in order
to have a continuous collaboration on the development of the
business idea; 2) Each team had the chance to talk to several
coaches with expertise in different fields (e.g. business model,
marketing, design, ICT etc.), so to receive different feedback and
view on their ideas.

After the two weeks of training the teams from all over the Sum-
mer Academies have joined the online platform developed by Po-
litecnico di Milano to manage on-distance mentoring throughout
the prototyping phase until the Business Contest. Since one of the
main goals of CREA is to support students in the first stage of the
travel in the world of start-up the panel of experts and mentors in-
volved in the mentoring activities has been selected with previous
experience in similar activities (business advisor, collaboration with
incubators, experiences with start-ups etc.). The mentoring pro-
posed in the CREA process supports the teams in setting up their
business model and prepare the pitch presentation at the CREA
ICT Business Idea Context. To ensure the mentoring approach will
be sustainable even after the CREA Contest (in particular for the
winning teams) the consortium has adopted two strategies:

at local level each partner has set up a collaboration with local
incubators or similar organizations able to follow the teams after
the summer academies and the contest (in case of good team
with innovative ideas);

at European level partners have been established collaboration
with incubation programs and a network of incubators in order to
create a connection between CREA and the existing incubation
services offered in Europe.

Conclusion

The results achieved for the first year of Summer Academies can
been summarized as follows: 318 students applied to the CREA
call for applications, 43 nationalities of students involved, studying
in 23 countries where they are enrolled in 68 universities, 134
participants; 33 teams formed during the summer academies
with business ideas in the early stage, 70 teachers and experts
involved, 5 Incubators directly involved, 65.1% of students with a
highly positive overall satisfaction.

After the first edition, overall strengths have been identified:

- Main pillars: focusing on educating students in the cross-
road of entrepreneurship, creativity and ICT position CREA
as a first program combining all these pillars which is innova-
tive in the European training panorama;

- International network of partners: in CREA, academic
and business perspectives come together through a Euro-
pean partnership among universities, incubators, regional
development agencies and business support initiatives;

- Intercultural teambuilding: applications to the summer acad-
emies are accepted both from individual participants and
team, coming from all over the world. Thus, intercultural
cooperation & teambuilding are key elements of the training
program;

- Research + Training + Event: CREA combines in a unique
program both research on creative start-ups, a entrepre-
neurial training program and an international contest;

- Bridging idea generation and incubation programs: winning
participants have the chance to be introduced to incubators
all over Europe;
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- Practice based approach: CREA chooses to stress practice
approach while keeping a good balance among knowledge
transfer and skill building;

- Co-creation of knowledge: students participate actively in
co-creating the high quality of the CREA Summer Acade-
mies (educational “active method”);

- Teachers/mentors/participants: co-construction of knowl-
edge [“to facilitate learning and apply methods that enable
students’ self-discovery.” (Masaliba, 2010)];

- International and interdisciplinary faculty: teachers’ exchange
allows for covering all areas of interest, skills, knowledge and
expertise;

- Local impact with international point of view: CREA summer
academies present a good balance among local impact and
international networks. This strength allows to push local
values and expertise while being connected with internation-
al opportunities and knowledge;

- Tools: me-and-my-startup-team, unpack creativity canvas,
pitch cooking tool are designed to empower start-up de-
velopment stages between idea generation and business
modeling;

- Online mentoring: with the online tool, CREA uses an open
platform for sharing, discussing, evaluating and managing
coaching and mentoring activities online;

- A nascent stage program. CREA has a unique positioning
in the market for (very) early stage start-ups learning ‘how
to become a start-up’ (the nascent stage, Grilo and Thurik,
2005) targeting teams who want to learn and grow & individ-
uals who want to join a team.

This first edition of CREA Summer Academies demonstrates the
educational model and the didactic framework have been very
effective in terms of skill building, knowledge transfer and learning
practice. We improved the second edition of summer academies
starting from the results of the best practice research, results of
the first edition of CREA and according to the value proposition
fixed for the CREA research and training program:

- domain: Creativity + ICT + entrepreneurship are the main
pillars that drive research and innovation in the CREA
education;

- nascent stage: CREA is a set of research, training and events
addressed to start-ups focused on Creativity and ICT in the
nascent stage of business process;

- design thinking + business modeling: CREA is bridging idea
generation and business modeling.
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ABSTRACT

This paper extends the tradition of speculative design linked to
products and gallery settings to an exploratory narrative design
fiction within the domains of landscape and urbanism to address
matters of future literacies, context and climate change. Theoret-
ically based in narrative, communication design and sociocultural
learning, the paper presents a design education experiment in
two master’s level studio courses in urbanism and landscape from
autumn 2015 on the arctic territory of Svalbard. Moving away from
depleting practices and policies of mineral, oil and fishing extrac-
tion, these courses investigated alternate ways in which urban,
physical and cultural landscapes might be investigated - creative-
ly, civically, critically - for more open, productive ‘design futures’
within the community of the archipelago. The paper embodies
and discusses students’ productive, putative and projective
design fictions as a mode of speculative learning and futures
studies. It unpacks its articulation in emergent and informal work
over a semester with 12 student contributors and a designer-re-
searcher and design educator-researchers. Analytically, the paper
develops a para-pedagogy of design fictioning within the notion of
expanded and multiply voiced learning spaces: design fiction may
be understood as participative and anticipatory yet situated and
realised within a wider pedagogy of speculative design literacies.
Methodologically, and via the format of a multimodal essay, the
paper reflects on how such a process may be enacted within an
overall anticipatory and collaborative pedagogy of critical design
and futures literacies. The paper works between multimodal
design fiction work itself and analysis and reflection on produc-
tion based inquiry and problem-finding as research strategies in
shaping learning in the future.

Keywords
design fiction, para-pedagogy, futures literacies

INTRODUCTION

Figure 1: Longyearbyen 2050, projected future, digital rendering of high rise
buildings, lighting and transportation infrastructures, on contemporary photograph.
(Benjamin Astrup Velure).

Thematics

In the image above, taken from the experimental design fiction
work and pedagogy called Longyearbyen 2050 (LYB 2050), dig-
itally rendered line drawings of buildings and transport and com-
munication infrastructures are overlaid on a realist photograph of
the main city of the arctic archipelago Svalbard. This experiment
was connected to two master’s level studio courses in urbanism
and landscape run in autumn 2015 on site in the arctic. Moving
away from current depleting physical practices and policies of
mineral, oil and fishing extraction, these courses investigated
alternate ways in which urban, physical and cultural landscapes
might be investigated creatively and critically to build more open
and productive design futures (e.g. Yelavich & Adams, 2014). This
image encompasses the two main themes — one pedagogical
and analytical, and one methodological and rhetorical - this paper
addresses: 1) design fiction as a depositiv, apparatus or device

to communicate about the challenges and dynamics of climate
change, and 2) design fictive authoring and processes of engage-
ment by students and teacher-researchers in developing a related
para-pedagogy of futures literacies for anticipating urbanism and
change in arctic cities. The design fiction we developed was part
of a ecological and mediational view to shaping a wider online
future work beyond the confines of the course related to a large
research project called Future North. Speculative inquiry forms
part of that project’s mode of inquiry (Parisi 2012), as does fiction
as a device to develop shared pedagogies of reimagining urban-
ism (Amin & Thrift, 2002), learning the city (McFarlane, 2011) and
the landscape and reaching local and wider communities.

The paper develops a para-pedagogy that frames design fiction-
ing as part of expanded and multiply voiced learning articulations:
design fiction may be understood as participative and anticipatory
yet situated and realised within emergent speculative design litera-
cies. The para-pedagogy of futures literacies is appointed to antic-
ipate the needs and problematics facing urbanism and change in
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arctic cities. Researching design pedagogy is conducted through
design fictioning and through an open process-oriented multi-
modal narrative. The paper reflects on how such a process may/
not be enacted within a pedagogy of critical design literacies for
fast-changing futures (Mainsah, 2014). This includes joint reflec-
tion on contributions from students and the role of a motivating
educator in connecting problem-finding as a research strategy

(Gale, 2015) in shaping learning as ‘futures literacies’ (Miller, 2007).

These need to be understood as participative, anticipatory and
situated (Stuedahl, 2015) and realised within a wider pedagogy of
design literacies (Sheridan & Rowsell 2010).

Methodologies

Methodologically, the paper concers the interrelationships be-
tween the design fictional work and the account and analysis of
its shaping and its role at the level of collaborative, imaginative
and speculative design (not yet participative public use). The
paper adopts a multimodal mode of bricolage to convey the

links, juxtapositions, fractures and fissures in using shifts in time
and space, expectation and anticipation embedded in the fictive
work. It splices these rhetorically into the essay as a constituent
of a reflexive humanistic design research text that is ethnographic
in its methods of understanding developmental, co-creational
design activities (Crabtree et al., 2012). The paper shifts from ‘an
ethnography of the possible’ (Hasle, 2013) to one of anticipation
in which design fiction and urban futures pedagogy open out ‘the
possibility of creating a discursive space; a space that is fictionally
shaped; a way of projecting ourselves into possible futures’ (Celi
& Formia, 2015:12). The research account blends design fiction
work, story making aesthetics (Edinow & Ramirez, 2016) and eth-
nographic discourse, with images and different modes of writing.
The essay is built around key thematics that incorporate elements
of the bricolage; it seeks to synthesise related research literatures
from a variety of fields. One tactic deployed is that of the dispersal
across the text of four main stages in the development of LYB
2050. There follows the first one.

PREVIEW & PREPARATION. It's a late afternoon on our first full
day in Longyearbyen. We are packed into the largest room in one
of the converted miner’s residency blocks up the valley above the
town. The course tutors present their outlines, schemes of work
and meetings. It's a dialogically lively space and the students
seem genuine motivated. The teachers have given me a space to
make a pitch for LYB 2050. | decided on the plane from Tromso
that we need a title to anchor us in the future! | mention my earlier
design fiction experiments and explain | am part of the Future
North research project. | invite students to see me afterwards,

out in the city, in cafes and in the restaurant/bar, and later Oslo.

| signal that this is a tangential experiment open to any and all
modes of representation suited to narrative intent. It's generated
rhizomatically around issues and scenarios not linear plot. Later
in Oslo, Wai Fung Chu hands me an elaborate hand drawn and
water colour sketch of the town as if we lived underground or un-
derwater (Figure 2). Her illustration contains a series of questions
and statements, asking us to think through her sectional drawing
across the width of the town from the ocean, looking up the valley
back to the miners’ cottages where we began, and into the future.

Figure 2: Longyearbyen 2050, an underground/underwater city, with transparent ceil-
ings and a return to nature, hand drawn watercolour sketch and text. (Wai Fung Chu).

FORWARD HEAVE!

Design futures

Design is principally concerned with reaching beyond immedi-

ate contexts to shape artifacts and processes for ideally better
futures. ‘Design futures’ (e.g. Yelavich & Adams, 2014) is used to
refer to how design is a mode of making and reflection that moves
beyond an every day empiricism. In recent years, the imaginative
and speculative have received attention due to their value and
potential in helping construct design that is less functionalist, more
putative and problematising (Dindler, 2010), shifting its ontologi-
cal claims from truth based to explanatory and exploratory ones
(e.g. Bergman, et al.,, 2010). Interest has grown about the fictive,
contingent and speculative in design; the role of fiction has been
considered in experiments in design research more broadly (e.g.
Knutz, et al., 2013). It may be seen in terms of current, situated
cognition (Lave & Wenger, 2001) that is located in the future.

Figure 3: Longyearbyen 2050, topographic, topological, digital grid showiy surfac-
es simultaneously. (Audrey Touchette)



Longyearbyen GRID NETWORK

Nothing is static, the territory is on the move, so is the industry of politics qualifying
Longyearbyen.The mining claims grid has changed overtime, reconfiguring
constantly its boundaries in order to foster Norway’s presence on the island. Ac-
knowledging the grid main operative value is control, would there be some parallels
between the mining properties grid and the very first colonization maps? And what
about the experimental or testing ground direction that has undertaken the city in
the recent decades with the increase of research and tourism in polar region?

Looking at the different scientists approaches to understand and control the arctic
environment around Longyearbyen should we expect a switch in the former staking
claim expression used by mining companies? Is research the new strategy for the
conquest of the North? An example of infrastructural second use would be the
abandoned gallery of Mine 3 which had been chosen as an international seeds
bank storage for the Seed Vaults research project.

Figure 4: Vision of Svalbard as a city with redesigned river and activities, pointillist
style pitting realism. (Robert Blédorn).

SVALBARD_VISION_ARCTIC CITY

One core is the reactivation of the network of mining items for tourism and enter-

tainment. Longyearbyen should not become a dead city, waiting for the breakup

of the heritages. It shall grow as a sustainable, renewed, modern, livable city. The
energy will be produced by solarpanels on the rooftops of every building.

The big fortune of Longyearbyen is its bad luck the same time: The River Long-
yearelva. Today the river is a stream flooding a channel, renewed every year by
human intervention, but unfortunately invisible for the inhabitants and visitors. The
river will get a wide bed, giving the room for the spring melt, it will be a defined and
variable edge.

One emergent area is that now known as design fiction (Sterling,
2009; Hales, 2013), spawned from the earlier approaches of
Dunne and Raby on critical design and more recently its extension
to what is termed speculative design (Dunne & Raby 2013). Design
fiction has been posed as prospective addition (Bleecker, 2010;
Morrison, 2013; Malpass 2013) to modes of constructionist inquiry
(e.g. Koskinen et al. 2011) that are typically realist. Design fiction is
crafted to help us reach beyond the here and now and its deiget-
ics (e.g. Sterling, 2009), influenced by popular cultural and science

fiction narratives. It is cast poetically as a mode of speculative
inquiry (Markussen & Knutz, 2013).

Seldom do we see design fiction being taken up as part of design
pedagogy. Less still do we see it being explored in a mode of ex-
perimental educational investigations concerning pressing social
and ecological issues facing design (e.g. Figures 3 & 4). In this
paper | take up this challenge with respect to climate change and
urbanism as part of a wider research project in to a future arctic.

| argue that design fiction has considerable potential as a way of
engaging with complex, emergent and potential issues and areas
of designing and design-based inquiry more broadly, educational-
ly and research-wise. ‘Futures literacies’ (Miller, 2007; in the plural)
is a term being taken up in Futures Studies and this paper orients
it to design pedagogy and design fiction. | frame this research into
design educational design through inquiring into learning about
design fiction through design fiction (Lindley 2015).

Exploring a para-pedagogy

Our para-pedagogy of design fictioning was crafted as an adjunct
to the existing studios and their more factive and formative char-
acter. The adjunct is akin to the notion of an expanded classroom
(Sefton-Green, 2013; Erstad 2014). This related to practices of ex-
tending ‘mappings’ developed in context of potential future urban
development of Longyearbyen and its landscapes. LYB 2050 may
be characterised as an experiment in para-pedagogy due to its
adjunctive yet anticipatory status: it looked beyond the issues and
contexts of today that the studio courses covered thoroughly on
site in the town and over a full semester ending in juried exhibi-
tions and external assessment. Through creative individual and
co-production, LYB 2050 was devised on emergent terms as an
articulation of a prospective climate change oriented urban design
and cultural landscape fiction.

Pedagogically, the work connected the term multiliteracies (Kope
& Kalantzis, 2000) to the term futures literacies from Futures Stud-
ies where it is still used sparsely to refer to developing competen-
cies to work with scenarios and foresight methods in developing
alternatives to pre-scripted strategy-type approaches to planning
and development (Morrison 2016). We investigated what futures
literacies might mean with and for students of urbanism and
landscape who were invited to anticipate imaginatively alternate
future scenarios through multimodal fictional narrative, not the
factive and strategic mode of much futures work. We took the
concept of anticipation and worked it narratively with reference

to science fiction discourses, literature and media, as well as un/
natural narrative (Alber et al., 2010) that is patently non-mimetic
and chronotopically fluid in character (after Bakhtin, 1986). The
work drew on students’ immediate experience of learning and
designing on location in the studios, with access to local experts
in urban planning, the sciences as well as key community actors.
However, LYB 2050 reached into imagined not probable, yet
possible and plausible materialisations the future built urban arctic
city and its lifeworlds.The space for experimentation on site and,
subsequently, back in the design school in Oslo, was one that was
made material by multiple mediational means. These included:
oral discussions, walking and discussing learning about the
context, handwritten and computer produced narrative scenarios,
lists of questions, the use of personas, pencil and water colour
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sketches, computer rendered images (collages, superimpositions,
ironic realist visualisation), a research seminar presentation, and a
longer term workshop process (still underway) to develop a fuller,
final online joint mediation of contributors’ work.

SPECULATIVE INQUIRY

From Critical to Speculative to Futures

The work of Dunne and Raby (2013) has posited imagined,
non-functioning artifacts as ciphers and devices for thinking
through potentiality and possibility in design, leading to the terms
‘critical design’ and later the speculative that is concerned with
conjecture and surmising (Parisi, 2012). Design fiction may be
seen as a still largely under-charted approach and potential mode
of co-creation for nudging thoughts and potentiality in practices
that foresight studies tend not to,. It may do so through the use

of visual signals to promote anticipatory thinking and practices
(Heinonen & Hiltunen, 2012). Design fiction already experiments
with near future imaginaries yet has seldom appeared in Futures
Studies (Morrison, 2015); recent work has argued for narratolol-
gical apporaches (Raven & Elahi, 2015). There is clearly room

for reference to what the fictional as a mode of thinking and
expression - not just suspension of disbelief - might offer, allowing
the subjunctive to be posed alternately, without the fetters of func-
tionalist realism in modes of envisioning (see van der Helm, 2009).
The notion of anticipation (Poli, 2010) is helpful for motivating us to
think beyond the boundaries of policy and planning literatures, of
strategic prototypes or potential outcomes in scripted scenarios.
While narrative and design views feature in futures research on
scenarios, strategy and decision-making views prevail (Selin et al.,
2015).

Consequently, in pedagogical terms, by way of the work of Vygot-
sky in connecting tools, mediations, contexts and production as
mediated meaning making, design fiction may also be a way of
working constructively and narratively to develop social construc-
tionist perspectives on foresight methods (Fuller & Loogma, 2009).
They may also assist us in attending to the shaping of engaging
mediations that are conjectural projections about scenarios,
events and participants in challenging and as yet unseen contexts
of arctic climate change. These projections - filled with the leaps
and jumps and problematising that non-mimetic, angular and mul-
tiple perspective narratives allow - may offer us ciphers for wider
engagement and design infused dialogues on design futures and
climate literacies. They too are a major resource that is needed

if we are to be able to engage productively and anticipatorily in
world that lies ahead, partly inevitable, hugely contingent and
increasingly slippery as it changes while we adapt to it. Sea ice is
already shrinking resulting in rapidly elevated water temperatures
and cycles of warming. Permafrost will melt and alter the daily life
and infrastructural needs of cities such as Longyearbyen, as an
excellent master’s landscape design project has shown (Tynen,
2015). Today, we already move in urban and open landscapes
where land and the sea are together changing and altered as are
our points of vantage, our paths of perception and the need for
action informed by design.

2. HAND DRAWN FUTURES

Where Wai Fang looked into a subterranean or sub-aquatic urban
future, Rafaél Fournier elaborated hand drawn bird’s eye details
(Figure 5) the future town from above the harbour, encompassing
the entire valley and one of the main peaks (later in the to be the
site of a tragic avalanche). His image is deceptive: one has to look
carefully to see that below the water that has risen are sunken
and buildings. His accompanying handwritten text, draws the

eye simultaneously to words and buildings as crafted objects.

In contrast to many of today’s data-centric visualisation of city
futures, Rafael’s fine lines and detailed imaging reminds us of just
how delicate the future of just this one town already is. This was to
be made apparent by the avalanche and the forces unleashed by
extreme and rapidly changing weather. As a group we had already
discussed the prevalence of digital tools and representations that
pervade urban studies. | pointed the students to the work of CJ
Lim and his earlier classes in which | participated into non-rea-
slist imagining and illustration. Rafaél revealed how students own
competencies that might be overwhelmed in the visual logics of
sections, isomorphic pull outs and collages are necessary as part
of changing urbanism literacies and regimes of representation but
are also already in his hand and mind’s eye, and also counter-im-
age a tendency to hyper-realism and a future that seems at times
unavoidably machine drawn.

Figure 5. Longyearbyen 2050, Hand drawn narrative extract (tall buildings, a mosque,
own sovereignty) with matching image. (Rafaél Fournier)

Design fiction

Since the introduction of design fiction primarily via the writer
Bruce Sterling (2009) interest has grown rapidly into the role of
the fictive in design imagining (Lindley & Coulton, 2015; Figure 5).
Design fiction has sought to reach beyond the here-and-now into
imagined near futures (Bleecher, 2010) that allow us to centre on
contemporary issues yet not fall into a problem solving mode of
functionalist design. Tanenbaum (2004) outlines design fiction an
envisioning method for investigating futures and technologies
(Figure 6), as a mediational Figure 4: Longyearbyen 2050, Hand
drawn narrative extract (tall buildings, a mosque, own sovereignty)
with matching image. (Rafaél Fournier) 7 tool for communicating
with specialists and publics, and as providing physical prototypes
to inspire and motivate design work and specifications. To date,
design fiction has underplayed the role of narrative theory in
deconstructing the often dystopian imaginary scenarios char-



acteristic of their often techno-cultural diegetics (Kirby, 2010).
Markussen and Knutz (2013) have focused on elements of a de-
sign fictional poetics. Drawing on work in new narratives and un/
natural narrative (Alber et al., 2010), Morrison (2014, in press) has
argued for the application of Bakhtin’s notion of the chronotope
and related concepts in unfurling the dynamics of design fiction
and its co-creation in a socio-technical and cultural frame that is
non-mimetic. Personas have been explored to enunciate the views
of hybrid animal-machine subjects: a wifi cow (Morrison 2011) and
a rogue female urban drone (Morrison et al., 2013).

Figure 6. Trans species. (Kari Tonseth/Mary Shelly)

‘| fear, my friend, that | shall render myself tedious by dwelling on these preliminary
circumstances; but they were days of comparative naivety (happiness), and | think
of them with horror (pleasure). My island (country), my beloved island (country)!
Who but a native can tell the dreading (delight) | took in again beholding thy /trashy/
streams, thy /bulging garbage/ mountains, and, more than all, thy lovely /trash
overflowing/ lake!’

No one can conceive the anguish | suffered during the remainder of the night,
which | spent, cold and wet, in the open air. But | did not feel the inconvenience of
the weather; my imagination was busy in scenes of evil and despair. | considered
the being whom | had cast among mankind, and endowed with the will and power
to effect purposes of horror, such as the deed which he had now done, nearly in
the light of my own vampire, my own spirit let loose from the grave, and forced to
destroy all that was dear to me.

Figure 7. Artificial light in former mines. (Simon Heidenreich

| always wonder what’s behind that gate. All we can see from in here is the ever
blue sky — or not. It’s been the equivalent of around 245 years, hard to say exactly;
we're in the fifth generation now roaming the tunnels. Born and raised, living and
dying here in these halls of stone. In the morning with a clicking sound the skies
turn on; we stand up, go to work, live the day until in the night the same clicking
sound signals beginning of the night. Some people say it's not the real sun shining
in the windows, but who are we to challenge the propagated truth of those who
have to say something around here. It's easier that way.

| stand here in the far stretches of the tunnel system, a place where not many
people go, where the number of skies is scarce.... The tunnels in this part of the
settlement are much lower than the great roads in the centre; you can almost touch
the blue. | suddenly feel adventurous. Against all advice and official notice | position
myself under one of the skies that seems particularly near to the ground, stretch
out my arm towards the perfect cyan square in the rocky surface above me and
leap upwards.... Flickering, the sky turns ... off; mid day. Small shards of acrylic

fall onto my head, my facial expression aghast upon the sight of cables, diodes, cir-
cuit boards behind the now transparent surface; like hundreds of colorful ribbons
behind a spider’s net. | look down to my left, back to the centre of the settlement —
all skies still emit the same rectangular light falling onto the uneven surfaces of the
stone.... | always wonder what’s behind that gate.

Hales (2013) reminds us of how design fiction may be understood
as an emergent mode of inquiry in its own right with an emergent
taxonomy, tentative but potentially powerful in allowing us to ex-
cavate representationally and methodologically, the past, present
and future (e.g. Figure 6 with a parallel to Mary Shelly and her
arctic inspirations). This is echoed in calls and examples as to how
to experiment methodologically through co-creative design work
within art, design and architecture (Knutz et al., 2013). Design fic-
tion has more recently been taken up in the intersection between
design speculation and ethnographic methods. Lindley et al.
(2014) have extended this to how design fiction may anticipatorily
provide inputs to design ethnography. Drawing on creative and
analytical work in critical design, more recently re-labelled specu-
lative design, interest in design fiction has also recently spread to
HCI. Blythe (2014) for example has argued for applying techniques
from literary and critical theory to scientific inquiry. Design fiction-
ing is also central to the work in architectural pedagogy by Liam
Young, explicated in an elaborate website that allows readers to
relate to wider contexts of imagined embodiment in which physi-
cal expeditions are mingled with digital multimodal mediation (e.g.
Figure 7).

On climate change, few design fictional works currently exist
though ‘clim-fi’ is an emergent narrative genre (Buckell, 2012).
Collaborate authorship via a blog tool and website was applied
in the context of the Future North project to articulate the views
of a design fiction persona Narratta (Morrison 2015). A nucelar
powered narwhal, Narratta was co-designed as a female fictive
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articulate hybrid who offers diverse representational, informational
and mediational views and critiques on the changing cultural and
natural landscapes of the arctic. She dives and surfaces, floats
and flies between the past, present and future in ways other
modes of address cannot achieve.

Figure 8. An urban game. (Veronica Gallina).

Design fiction pedagogies

Design fiction may operate as a mix of means to realising produc-
tion based learning on the part of students where the reach is into
future scenarios and contexts of dynamic development and rapid
change, such as concerning climate change. The fictive in design
fiction refers to speculation as a mode of making design work and
making knowledge where students may invited to stretch beyond
the identifiable parameters of given design briefs and established
studio genres to explore factually and investigate creatively ways
in which alternate, projected and conjectural futures may be
approximated and anticipated. These are not unfamiliar modes

of construction-with-reflection within mainstream design peda-
gogy; design fiction of course may be incorporated within formal
design curricula. Design fiction may allow us to extend design
pedagogical practices to informal, interstitial, limnal and emergent
spaces for teaching and learning. These are spaces that may not
be identified and charted ahead of entry and engagement. Thy are
developmental and transdisciplinary and slippery, dynamic and
transformational in processes of mediated meaning making.Our
design fiction work was intended to be narrative in form and reach
as opposed to ones in speculative design that have tended to be
related to physical and visual artifacts that embody critiques of
technology or raise awareness of contexts of use and experience.

3. ACTION SITES

| meet up with Veronica, a student | know from Tromse. She’s
interested in embodied engagement. We briefly discuss her inter-
ests. Later | am astonished at the detailed urban game for future
students she has developed, as if pre-empting futures literacies.
Its visual explainer is a mix of a map, photography and block im-
ages (Figure 8) accompanied by a page of instructions for peripa-
tetic game play. Her work contrasts to the sheet of paper passed
to me in a café where | meet Benjamin and Simon, his partner on
the course task to talk about visualisation in urbanism. Benjamin’s
image (Figure 1) is now accompanied by a handwritten set of
needs and instructions, seemingly for an anarchist yet unspecified
urban intervention. Passed to me surreptitiously between coffee
and cake, beside a table of talkative natural scientists, this was a
surprise act of participation. | quickly read this disruptive note from
the future. Fiction in reality.

CHALLENGES

Future directions

LYB 2050 was a directed pedagogical intervention but it also an
open ended experiment and process. It was not driven by script
or plot working sessions, but through individually and shared
elements being developed over time into a shared narrative. The
pedagogical intent was not to quickly arrive at a final design fiction
work. We leaned more towards voluntary exploration of ways
design fiction may create spaces and instances for thinking and
communicating imaginative connections to actual and perceived
contexts, and conditions. To do so is to engage in the articula-
tion of futures literacies, not merely as aspirations but through
design centred multimodal narrative production. The hope is that
in proposed linked ‘storyshops’ students of design and various
local stakeholders and readers might developed a fully completed
online work. Our goal is to abductively look beyond the critical
moments of the present and further into the potential for design
fiction and ‘narrative futures’ to help formulate and foster incisive
and sustained critical thinking and action for, and in, the future.

4. PRESENTATION AND CONNECTION

The Future North project holds an international seminar with all the
students from the Svalbard studios. As the initiator and convener
LYB 2050 | make the first presentation of it to the whole group,
connecting it as situated learning and learning location in a mode
of anticipation. One of the contributions is startling (Figure 9).

Text and image present a critical view on a ‘heroic’ occupation of
Svalbard by the Norwegian state, The imagery ironically frames

a geo-politics of climate change, with increased inhabitation and
military vessels buttressing the image of the state’s flag being
hoisted, a reinscription of photographic and sculptural representa-
tions of US solders in lwo-Jima, WW2. The students also see

a variety of media representations: line drawings, collages, and
lighting technologies into the now abandoned mines of Svalbard
(Figure 7).



Figure 9. Svalbard occupied. (Minh Tin Phan)

THE CENTURY OLD SCHEME

The Norwegian sovereignty and righteousness-scheme had
seemingly backfired as it became apparent that Norway was
favouring its own corporations rather than following the guidelines
of equality in the treaty....

It was of course because of the global meltdown, the UN realized
and withheld this information as it there were time to act and save
billions of lives. It was clear when the world was engulfed by the
rising sea level, the UN tipped only a few favourable nation-less
companies and foundations, enabling them to buy into the “Arctic
circle” which had turned into the only liveable place on earth. Why
tip the world when there is only enough space for the top 5%7?

...It was never the intention to preserve the pristine nature, but in
due time, to create an image of incompetence, when it was the
opposite. Forcing the UN’s hand to overthrow the treaty and killing
off all competition, which only a major conglomerate federation
had influence to do. Meanwhile in total secrecy and in disguise,
opting to buy back the land, free from treaties, a small nation was
emerging as the new superpower. They were in reality whitewash-
ing the land free from interference, moulding it into a super nation.

Design fiction may function as an apparatus for pedagogically
and anticipatorily joining design practice and research with the
transdisciplinary domain of Futures Studies. This might enrich
notions and enactments of futures literacies through design and
the activities and productive endeavours. It connects to situated
cognition that is future located. A design para-pedagogy allows

us to work outwards from an existing course located today with
clear frames and facts about place and space, and to draw on
these informationally and expressively as semiotic, narrative
resources for critical envisioning (Figure 10). A participative design
fiction making activity may also open out spaces for students and
designer-researchers to reach into future scenarios as plausible,
conjectural projections that engage us in thinking about inhabit-
able urban arctic futures. There is little doubt that we now need
design knowledge, not only science, in anticipating the future,
one that needs behaviour changes and new modes of living

and working today and onwards. Design fictional pedagogy is a
potentially rich form of knowledge building that extends notions of
multiliteracies and foresight as one key to prefiguring our survival
in the Anthropocene....

Figure 10. Global Seed Bank Data Repository revealed (Angeliki Dimaki-Adolfsen &
Andrew Morrison).

Rasmus did not know what caused himself to pause right then.
And so he stated who he was and asked a series of questions, a
string of queries, as to how this seemingly empty repository was
made....

To his astonishment he heard an authoritative female voice in Nor-
wegian explaining its structure and its contents, a repository for
the word’s seeds, a haven for the future of our biology, our food
and species survival. ... He waited out this poised sense of being,
of legacy and prospect entwined, and let the next thought take
shape. The hillside was filled with a vault, that he now understood,

a physical refuge of sorts, perhaps covered over by a landslide, an

ordinary site, nothing marking it out.
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ABSTRACT

Social design highlights design-based practices towards collective
and social ends rather than predominately commercial or con-
sumer-oriented objectives. In this paper we share staff and stu-
dents experiences of participating in an interdisciplinary approach
to social design and describe the key learning that arose from the
implementation of a pioneering approach to the teaching of social
design practice on the MA/MFA Design Programme at Sheffield
Hallam University.

Taking the conference theme holistically this paper highlights the
values of situating learning beyond the classroom in real-world
contexts. Holism here relates to the recognition that learning is
socially situated, that it draws on the individual strengths and
resources students bring and that by involving practitioners from
different specialisms, learning has the potential to bring about
real-world transformation and change beyond the boundaries of
the subject discipline.

The authors believe that social design has a place in design
education as threats including precarious economies, social and
financial inequities, global warming, war and mass migration are
real-world issues impacting on world citizens and the planet.
Opening up the right forums for discussion and experimentation,
including the right mix of skills and knowledge to enrich discus-
sion needs careful consideration and facilitation. Our initial work
focused on placing social design within a module and employing
cross-disciplinary and interdisciplinary working and learning. Our
current projects widen the learning experience taking place over
a year-long period with dual entry and multiple points. This work
includes the local City Council, city residents and our DESIS Lab.

Keywords
Holism, social design, student engagement

INTRODUCTION

Today, the word “design” means many things. The common factor
linking them is service, and designers are engaged in a service
profession in which the results of their work meet human needs
(Friedman, K., Stolterman, E, 2015). Over recent years the design
profession had undergone profound transformation continuing to
do today as designers and design pedagogy struggles to keep up
with equally rapid changes is the world.

Social design can be defined variously. In his book ‘Design,
Everybody Designs: An Introduction to Design for Social Innova-
tion” Ezio Manzini writes; in it’s original meaning, social design is
a design activity that deals with problems that are not dealt with
by the market or by the state, and in which the people involved do
not normally have a voice.

Armstrong et al (2014) make the following differentiation,

Although all designing can be understood as social, the
term ‘social design’ highlights the concepts and activities
enacted within participatory approaches to research-
ing, generating and realising new ways to make change
happen towards collective and social ends, rather than
predominantly commercial objectives (p.6).

This concept is not new. In one sense it has always been recog-
nised that designers have an important role to play in contributing
to society. John Ruskin, William Morris and Christopher Dresser
writing in the nineteenth century were conscious not just of the
quality of the objects produced but also about how they were
being manufactured and the wider social conditions relating to
their production. More recently social design has become synony-
mous with the work of Victor Papanek (1985) Ralph Erskine (1978)
and Manzini. Manzini continues to champion design for social
innovation through DESIS, Design for Social Innovation and Sus-
tainability, a network of university design labs that work with local,
regional and global partners for change and sustainability.

It is no coincidence that the recent renaissance in social design
has occurred at the same time as the emergence of a number of
large-scale, complex global challenges including shifts in popu-
lation demographics and an ageing population, climate change,
increasing social inequalities and the ongoing economic crisis,
which continues to place increasing pressure on public sector
finances across the World. The skills of designers to develop
creative solutions in response to societal problems are being
increasingly called for. This has led to designers being actively
sought out by governments, development organisations and com-

113

Education - Short Paper



114

CUMULUS HONG KONG 2016

mercial consultancies to address these broader social agendas.
However the need for designers to be tuned into the impact of the
social, economic, political and environmental contexts where de-
sign takes place is not confined to those who are already actively
involved in this agenda. Authors such as Fry (2011) are calling for
all designers to be more mindful of the bigger picture, highlighting
how designers have inadvertently played a role in exacerbating
many of the issues for which solutions are currently being sought.
This is particularly in relation to the burgeoning consumer culture,
climate change and sustainability.

According to Armstrong et al (2014) whilst designers are operating
in an expanding field and claim to ‘have the potential to address
these [wider] issues, the question still remains as to whether they
are adequately equipped to deal with them (Nussbaum et al 2010,
Kiem 2013, Miller 2013).

Method

This question of how to equip future designers with the neces-
sary knowledge, skills and understanding to work in the context
of social design is one that the authors have sought to begin to
address through changes in this case, through a taught interdisci-
plinary postgraduate design module.

This project began as the result of numerous conversations
between the researchers leading to the shared wish to introduce
the practices of design and health to students studying on the MA
Design Programme at Sheffield Hallam University (SHU). SHU’s
Art & Design Research Centre’s (ADRC) Lab4Living has, over
many years built up considerable experience in the area of Design
for Health and the MA Design Programme has more recently
developed a growing interest in socially responsible design. The
researchers are keen to encourage student’s to explore the theme
of health as linked to social innovation and sustainability, there-
fore working with MA Design students provided an excellent link
between the programme and the Lab4Living.

The MA/MFA Design Programme positions authentic learning

and experiential learning at its core, learning that is grounded in
theories of learning and cognition (constructivist learning) which

in turn refer to cognitive development and constructivist learning
theories (Bruner, Piaget, Vygotsky). The project described here
took place in one module during 1 semester (of 1st year) involving
36 students from 7 different countries representing 6 design dis-
ciplines. The module was focused on Socially Responsible Design
and broken down into 3 tasks of varying lengths and complexity
that demanded the students: consider the ‘environmental foot-
print’ their designing has, is and might create; produce a number
of small but meaningful design interventions (Thorpe, A) that can
have immediate and positive impact for users and finally; to work
with the broad area of ‘memory loss’ but with a particular focus
on dementia.

For many design students designing responsibly is not something
that has been part of their undergraduate learning experience but
with the scale and nature of the problems facing the world’s popu-
lation the researchers designed a module curriculum that focused
students on a series of escalating ‘projects’ exploring socially
responsible within a health care dimension.

Action research

The module used a participatory action research methodology
(Swantz, 2008; Wadsworth, 1998). The intention from the outset
was that the 2014/15 project inform subsequent project iterations
that would further explore collaborative co-creation across the
MA Design Programme, other academic courses as well as with
external (to the University) stakeholders. This approach was seen
to be cognizant with the principles of social responsible design
and recognized the value of working in partnership with individu-
als and communities so as to identify strengths as well as needs
and ensure that the solutions developed together were cultur-
ally appropriate. A number of social designers (Shah 2012 and
Kemp-Rotan, 2012) have highlighted the issues when designers
fail to recognize the innovative capacity of local populations with
whom they are working.

The pedagogic approach taken was based on social constructivism
(Vygotsky,1978) which sat well with the overall philosophy of the
approach and its emphasis on social learning and collaboration.

In particular the researcher wanted to explore:

¢ How to develop the fundamental skills required by
designers who hope to work in social design and how do we
best equip individuals with these skKills.

¢ |s action research and a teaching pedagogy underpinned
by social research an appropriate approach to educating
future designers in this area?

* What is the value added to students learning from partici-
pating in such a collaboration in terms of (for example) ac-
quired competencies, social capital and motivation to work
on socially responsible design projects?

Project outline

The overall socially responsible design project strategy focused
upon enabling students to participate in socially responsible
design practice, with a particular focus upon developing collabo-
rative interdisciplinary student-generated responses to a number
of design task set by academic staff. Thus far two projects have
been completed;

® Project one focused on working in partnership with people
with dementia (core project)

® Project two: took as its theme designing out vulnerability
(elective project)

The inter-disciplinary make-up of the teaching team, drawing on
expertise from health as well as design meant that students could
be signposted to key resources. In project one initial immersive
sessions offered students the opportunity to hear from special-
ists in dementia care, design for dementia and from the UK open
knowledge sharing platform organization ‘Fixperts’ (www.fixperts.
org) and ongoing contacts were made contact with a large third
sector organization in the form of the Alzheimer Society. In this
way students were supported in understanding ways of accessing
communities and how to develop projects, avoiding Katie Swen-
son’s (2012) concern regarding some curricula, which fail to ‘teach
students about how projects actually happen’. It also meant that
support could be offered in relation to navigating and coping



with the emotional complexities that working with people living
with long-term conditions such as dementia could evoke. Within
project one group-work afforded the students an additional form
of support as well as an opportunity to see how students from
different design disciplines approached the questions that arose.

Figure 1. MA Design and Occupational Therapy students at ‘Create for Dementia’,
The Great North Museum, Newcastle-upon-Tyne, 30-31st May 2015

In project two students were able to draw on this experience and
learning to work more autonomously, identifying their own topic,
identifying people, groups and organizations with who they could
work, drawing on support of the tutors as and when required.

Throughout both projects students were required to document the
process through digital video as a research practice (Shrum et al,
2005). Methodologically in an action-research context this was a key
aspect of the student learning in relation to reflecting back on these
with different stakeholders, offering a way of capturing learning as
well as building skills in reflexivity. These films also provided a vehicle
through which to disseminate the project and will form learning ob-
jects, to be viewed and used by future cohorts of students.

In terms of other aspects of learning and teaching practice, the
utilization of social media and the affordances of Web 2.0 tools
and services were core catalysts in enabling these project, the
related communication and collaboration across the boundaries of
discipline, location and timetables.

Results

Working in partnership with individuals and community groups,
the students utilizing their design skills in real-world situations and
created a number of sensitive, creative and credible responses
which were greatly valued and validated by the individuals they
worked alongside.The quality of work was such that students
were invited to disseminate their work within the broader services
and communities where they had worked. These partnerships
were extremely affirming for many of the stakeholders who had
not worked with designers or design students before. Many spoke
of valuing what they had learned from the students. In the words
of one practitioner, head of a service [...]

‘| learned a lot from them [the students]...| am thrilled that
the students are receiving education on dementia and how
it impacts on our society. Thanks to the two students who
went on to develop their ideas by designing an interactive
memory cabinet for people living in twenty four hour care.
The design proposal was recently presented to a group of
occupational therapy colleagues and was very inspiring.’

Case study: Dudley and Geoff — Memory Project. Gillot, Gulli-
ford,Richardson.

‘Dudley and Geoff’. In this Project 3 students worked collabo-
ratively with Dudley, an aging male with mid-late term Alzheim-
er’s and Geoff his son who acts as his full time care-giver. The
students’ aim was to find way by which they could assist Geoff in
is daily role. Through a series of research visits and activities with
both Dudley and Geoff the students created a link with Dudley’s
past through his deep-rooted interest in railways.

Figures 2. Dudley & Geoff courtesy of Gillot, Gulliford, Richardson

Buy using railways as part of the project, the students worked with
Dudley’s immediate community in the form of neighbours who had
little to no prior knowledge of Dudley’s condition. A short video of
the project and the project outcomes can be found on Vimeo.com
using this link: https://vimeo.com/126396168. Another project
undertaken in the module can be viewed by using the following
links: https://vimeo.com/126483920.

During semester 2, MA Design students are asked to pick a live
externally focused project from a list of projects proposed to them
by academic staff and ‘clients’. One project offered; ‘Designing
out Vulnerability’ asked students to find ways by which they might
work to address the broad theme of vulnerability with students
choosing to work on the topics including homelessness, suicide,
eating disorders, international studentship and social phobias.
For one student, their work on understanding vulnerability issues
is leading to developments within the university. This work has is
also leading to discussions with an external business interested in
developing the result of the project so the findings may be applied
across the Higher Education sector.

The work produced by students has been recognized both nation-
ally and internationally with invitations to present at conferences in
both the fields of design and health. The potential of the work will
live well beyond the projects.
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Students interviewed after both projects 1 and 2 have described
the transformational nature of their experience. It has expanded
their role as designers in relation to how they think about design,
about the places they may work, the types of design project they
might offer.

The impact however has not only been with regard to design
practice, it has spilled out into their personal lives. Students have
spoken about an increased awareness of how they utilize resourc-
es, of their personal response to issues such as homelessness,
ageing and disability. A number of students have continued to
extend and develop their interest beyond the classroom, continu-
ing to work on socially innovative/responsible design practice.

There were challenges. All videos were shared with participants
who spoke of the value of being ‘given a voice’ to share their ex-
periences. Yet in spite of this and of having formal permission from
participants to share the videos some audiences have questioned
the ethics of this. Some of the contexts of social design can by
their very nature be emotionally challenging and students need to
be supported and mentored to help them to navigate these. For
some students the principles of social design challenged their
fundamental understanding of what design and design practice is.
As Emerson states,

‘a socially responsible design practice may take on any
number of forms for intervention, education or advocacy...
at a certain point, a socially responsible design practice may
cease to be recognized as design at all’

However, the overwhelming feedback from students was of the
value of engaging in authentic learning;

‘through this approach, | came to realize that | have trans-
ferable design and communication skills and the capacity
to research unfamiliar subject areas sufficiently to be able to
make a valuable contribution which can be applied to broad
ranging themes and problems’ (MA Design Student)

Discussion

This project represents an important first step in building under-
standing of how to develop curricula to equip students with the
skills required to work in socially responsible design.

Social learning theory (Bruner) posits that isolated facts do not
take on meaning and relevance until learners discover what these
tools can do for them. Our study very much reflects this position
and closely corresponds with Siemen’s (2004) assertion that

true learning occurs when the learner is able to make personal
connections between the learners’ own goals and the broader
concerns of the discipline.

Social design sits well within the ten design elements that
underpin authentic learning experiences (Lombardi, 2007). Our
approach corresponds well to these: it is based in real-world
experience, required sustained investigation and required the
students to examine the situation from multiple perspectives.
Students worked in collaboration with stakeholders and end-users
developing and in doing so developed a level of cultural sensitivity,
so central to practice. The value of cross-disciplinary working was
particularly highlighted, reflecting very much the recommenda-

tions of the report, Social Design Futures, commissioned by the
Arts and Humanities Research Council.

However if this change is to be supported and sustained it is
important to design educational opportunities so that they are
sustainable. Communities Of Practice are made up of groups of
people with a common interest who act as peers as they explore
issues within a particular context. Lave and Wenger (1991) assert
that new peripheral (or partial participation) community members
learn from the active members of a community, and learning oc-
curs as they are gradually brought into an active role or full partic-
ipation in the community. The process of moving from a position
of legitimate peripheral participation to full participation within a
community of practice involves sustained activity and requires
time for the ontological shifts that must occur. An ontological shift
is “the re-assignment or re-categorizing of an instance from one
ontological category to another” (Chi & Hausmann, 2003, p. 432),
or simply put, a reconceptualisation. The sustained engagement
of a community of practice creates a supportive framework for
cultivating participant ontological shifts as members reconceptu-
alise their roles from individual experts to members that facilitate
co-generated content.

We are at the beginning of this process. Initial indications are that we
have the foundations in place for ongoing development of this com-
munity. Stakeholders who have experienced the potential that design
can make are keen to continue their involvement in future projects.

Figure 3. Page Hall District, Sheffield, UK. Courtesy of R.Bateman.



Conclusion

The work undertaken constitutes a small study into teaching
social design within a Postgraduate Design module. The authors
believe that social design has a place in design education as
threats including increasingly precarious economies, financial and
social inequity, global warming and war are real issues impacting
on world citizens. Opening up the right forums for discussion and
experimentation, including the right mix of skills and knowledge to
enrich discussion needs careful consideration and facilitation. Our
work to date has focused on placing social design within a mod-
ule and employing cross-disciplinary and interdisciplinary working
and learning. Our current project (2015-16) widens the learning
experience and is taking place over a year-long period with multi-
ple entry and exit points. This work includes the local City Council,
city residents and design students and will finish in October 2016.

Borrowing from work within the health sciences the researchers;
one designer, one occupational therapist, will be looking closely
at a values based enquiry (VBE) and value based practice (VBP)
models and considering their appropriateness for the teaching of
social design (Fulford, K W M). VBE emphasizes that self-aware-
ness, the professional values of care and compassion, and an
awareness of the values of others are central to the students
developing an identity. The researchers are interested to find out
if through the development of VBE for design, staff and students
will approach the challenge of social design naturally rather than
seeing social design as an option or ‘add-on’ to already overflow-
ing design curricula.
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ABSTRACT

Design is changing radically. Re-shaped by disruptive economic,
technological, market and supply factors, design has become
more open, collaborative, agile and socially engaged. Against

the backdrop of a Government policy that undervalues art and
design education, increasing accountability measures and a
design industry that lacks a unified voice to articulate its needs,
universities face significant challenges in their ambition to develop
and inspire the design talent of the future. Using the example of a
particular unit of study called Global Design Futures and an asso-
ciated co-design project called 2025: Forecasting Futures (www.
forecastingfutures.co.uk), this paper considers the significance

of engaging students in techniques to envision the future as a
means of providing research but also as a powerful tool of critical
transformation in its own right.

The live and co-design project which formed part of the unit 2025:
Forecasting Futures involved the organisation of an exhibition,
conference and series of events. The aim was to empower
students as co-responsible learners with co-learning being fluid,
adaptive and developed through practice, sharing and reflection.
It is argued that by using future forecasting tools and strategies to
examine the major forces disrupting our world and the landscape
of design, students are encouraged to think about design as a
core capability and strategic asset in managing an organisation’s
business aims and objectives. The paper explores how the 2025:
Forecasting Futures project helped to raise awareness in students
of working strategically with design as an agent of sustainable and
ethically responsible change and social innovation.

Keywords

futures, forecasting, co-design

INTRODUCTION

Design is changing radically. Re-shaped by disruptive economic,
technological, market and supply factors, design has become
more open, collaborative, agile and socially engaged. Against

the backdrop of a Government policy that undervalues art and
design education, increasing accountability measures and a
design industry that lacks a unified voice to articulate its needs,
universities face significant challenges in their ambition to develop
and inspire the design talent of the future. Using the example of a
particular unit of study called Global Design Futures and an asso-
ciated co-design project called 2025: Forecasting Futures (www.
forecastingfutures.co.uk), this paper considers the significance

of engaging students in techniques to envision the future as a
means of providing research but also as a powerful tool of critical
transformation in its own right.

The live and co-design project which formed part of the unit 2025:
Forecasting Futures involved the organisation of an exhibition,
conference and series of events. Experts from relevant disciplines
were invited to make predictions about key global trends and the
resulting provocations were promoted on a bespoke website with
a call for responses. The themes of Digital Disruptions, Archi-
tectural Visions, Ageing Populations, Consumer Lifestyles, and
Cultural Institutions elicited a variety of creative responses, which
students curated into an exhibition. From a pedagogic perspective
the aim was to empower students as co-responsible learners with
power being shared with the tutor. Co-learning was fluid, adaptive
and developed through practice, sharing and reflection. The
transdisciplinary project encouraged peer critique, critical thinking
about goals and the involvement of students in creating their own
learning context.

This paper explores how the 2025: Forecasting Futures project
helped to raise awareness in students of working strategically
with design as an agent of sustainable and ethically responsible
change and social innovation. Marc Augé (2015) defined innova-
tion as a ‘social fact' and the project explored design as a process
that concerns all aspects of society and its participants. Here
design was construed as a critical process that challenges and
transforms ‘the defining routines, resources and authority flows
of beliefs of the broader social system in which it is introduced’
(Westley, 2010). The unit and live project challenged students to
develop critiques of current design practices and to envision the
changes required for a more sustainable future.

| argue that through using future forecasting tools and strate-
gies to examine the major forces disrupting our world and the



landscape of design, students are encouraged to think about a
different kind of designer. The designer becomes a strategist with
a social focus who understands design as a core capability and
strategic asset in managing an organisation’s business aims and
objectives. Strategic design can be examined within the context
of social trends such as the sharing culture and circular econ-
omy, green growth, disruptive innovation, hyper mobility, new
communities and the search for wellbeing. The case study of the
Global Design Futures unit and 2025: Forecasting Futures project
demonstrates an approach to engaging students in thinking about
the future in terms of achieving social as well as economic impact
and in effecting meaningful and positive change.

Futures Studies

Future Studies has commonly been associated with fashion and
forecasting trends and perceived as a commercial practice lacking
a valid conceptual framework. A view of futurising as fuelling

the engine of capitalism, exploiting value and being ideologically
compromised has historically limited its use in an academic con-
text. However as major forces such as urbanisation, accelerating
technological change, the ageing population and increasing global
connections come together to dramatically transform our world, an
understanding of the future has never been so important. Future
studies/trend forecasting/futurology has been increasingly adopted
by organisations, institutions and nations as a means of predicting
alternative futures and managing perceived risk. As such the time
appears to be apposite to reconsider the value of Future Studies for
students studying design at Higher Education level.

A growing interest in speculative design stimulated by the work
of Anthony Dunne and Fiona Raby at the Royal College of Art has
produced a strand of Future Studies where design has a new
role in relation to future practices and alternative futures. Dunne
and Raby argue that ‘Design speculation can be a catalyst for
collectively redefining our relationship to reality’ (2013, p. 6) and
that rather than predicting the future, can open up discussion, dia-
logue and debate for further collaborative exploration. The crucial
point is that designers should not envision generic futures for all,
but work with experts in examining a preferable future for a given
group of people. The importance of examining the everyday in
terms of revealing the realities overlooked in broad future visions,
including inequalities which such visions, strategies and plans
can reproduce has also been a concern of the ‘Everyday Futures
Group’ based at Lancaster University.

It is argued (Zadar, 2010) that we cannot predict the future but
instead can only study ideas about the future through envisioning
alternative and preferred futures. Zadar (p. 184) proposes that
there are four laws in relation to Future Studies with the most
important one being that it is a ‘futureless’ discipline (2010, p.

184) and useful only in the present as a means to change people’s
perceptions and galvinise them into action. Appadurai (in Yelavich
and Adams, 2014) highlights that there is an obvious kinship be-
tween design, innovation and newness and that design is ‘a nat-
ural ally of futurity’ and can ‘mediate the relationship between the
long-term logics of sustainability and the short-term logics of fash-
ion’. The importance of questioning the status quo is emphasised
as is the necessity of capturing differences in terms of societies,

cultures, temporality, life-stages and geographies. The role of
designers in social change is further considered by Manzini (2015)
who analyses their contribution in addressing complex organisa-
tional structures, social problems and political issues (2015).

These developments suggest that the study of design is begin-
ning to include an academic and contemporary perspective on
Future Studies which has historically been under-researched and
under-theorised. Future Studies/Forecasting has moved beyond
giving fashion style advice to becoming a political tool. By scan-
ning social, cultural, political and environmental changes, design
can play a role as a strategic resource that supports innovation
and change. Rather than being regarded as a purely commercial
practice, futurology can be a generator of change in itself and as
Petermann (2014) argues, can have considerable reach through its
entanglement with the creative industries.

Case Study

As a response to the changing context and nature of design prac-
tice, the School of Design at London College of Communication,
University of the Arts London has extensively reviewed, revised
and developed its course portfolio. In terms of the culture of de-
sign, the discipline is becoming increasingly fragmented, multidis-
ciplinary, critical and socially engaged. As design becomes more
open-ended and its boundaries increasingly permeable it has
moved beyond graphic, product and interior design to encompass
design thinking, sustainable design, service design, interaction
design, social design, co-design, design activism, critical design,
design cultures and design writing. Employment opportunities
have shifted with a rise in small design studios and more gradu-
ates adopting freelance and portfolio careers.

Against this backdrop there is a need for students to engage

with the wider context of design, to research thoroughly into the
political, ethical, economic, social, technological and cultural
conditions impacting on their discipline and to be able to envision
alternative futures for design practice and its impact on the world.
In order to address this need and to pilot the delivery of a form of
Future Studies, a unit called Global Design Futures was intro-
duced at postgraduate level into a number of courses and a range
of future-focused Options offered in the second year of all Design
School undergraduate courses. For the purposes of this paper the
focus is specifically on the Global Design Unit and an associated
live project undertaken by students on the MA Design Manage-
ment and Cultures course.

The Global Design Futures unit examines the practices, theories
and methods involved in forecasting futures including predictive,
interpretive, critical and participatory approaches and anthro-
pological, ethnographic and utopian thinking. Using an active
learning model where students produce an online trend forecast
and organise a Futures exhibition they gain first-hand experience
of using tools for understanding and interpreting data, predicting
change, forecasting and envisioning global design trends and
exposing the limitations of current policies and discourses on eco-
nomic growth and ecological sustainability. Students develop an
in depth understanding of the key trends disrupting and reshaping
the political, economic, social, technological and cultural terrain
and of the role of the designer as an agent of change in crafting
the future.
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The Design School is committed to working with students as
partners using a range of strategies such as co-design projects;
working together in the development of new academic provision;
enhanced roles for course representatives; and piloting student
inclusion in the iterative development of units and assessment
briefs. The Global Design Futures unit was planned using co-de-
sign methods where students participated from the outset in
considering the scope of topics to be covered, the nature of the
live project and related outputs, how the learning outcomes would
be delivered and assessed and ways of working individually and
collectively. This was achieved through participatory workshops
using a range of brain storming and scenario planning methods.

An example of one of the methods used to elicit alternative visions
of the future was scenario planning. In this case it was introduced
as a tool for strategic thinking. The aim was to help make sense
of change, to identify trends that will affect the future and through
imagining possible scenarios, to open up debate and consider
strategies to address future realities. In order to generate discus-
sion among the students the workshop was configured as a card
game with a set of rules and a creative outcome required. A game
using Horizon Cards (designed and developed by the author of
this paper) was played which involved group work, scenario cre-
ation, the use of Wild Cards and students visualising their chosen
scenario through the creation and naming of a model or prototype
(a variety of materials was provided for students to build a 3D
visualisation of their concept).

On the basis of key design trends identified by the students, the
unit delivery team put together a range of workshops which cov-
ered topics such as: What is Future Studies?; No Age - General
Breakdown and Positive Ageing; Alternative Economies and New
Business Models; Urban Futures — Cities Responding to Global
Challenges; Utopia and Dystopia - Vision, Methods and Critiques;
Digital Disruption - New Information Technologies; Immersive
Futures — Sensory, Experimental and Interactive; Wellness and the
Cult of Health; The Future of Spirituality and Compassion; Fashion
Futures — Forecasting Fashion Trends; and the Future of Luxury.
This was underpinned by a reading list which set the context for
each topic, provided a theoretical framework and encouraged a
critical analysis of imagined futures.

The output from which the learning on the unit was assessed
comprised an online Global Design Trend Forecast proposing five
key international trends based on detailed primary and secondary
research. The unit also included a live project which was agreed
as an exhibition with catalogue and related events, designed and
curated by the students. The concept for the live project was that
five invited key speakers would each write a short provocation on
a major trend, which they considered to be transforming the land-
scape of design. The provocations were publicised on a bespoke
website (www.forecastingfutures.co.uk) and interested parties
invited to respond with a short paper, artefact or performance. A
student panel assessed contributions and the outputs formed part
of the exhibition alongside their own contributions. The exhibition
and events were formally scheduled into the Public Programme of
Events at LCC and also involved a Discussion Dinner with a range
of invited expert guests. An evaluation of the project was conduct-
ed at the close of the unit to understand student perceptions of
their learning and to gather feedback from which to improve the
unit at the next stage of delivery.

Findings and Conclusion

Initial findings from the project indicated that students began

with an instrumentalist perspective on forecasting and adopted a
predominantly technologically determinist approach to speculating
possible futures. A linear view of technological progress suggest-
ed a variety of scenarios in which the human condition was held in
a delicate balance to its relationship with the unstoppable forces
of digital development. However, as the live project rolled out and
‘expert’ voices were challenged, a stronger and more confident
view of human agency in addressing complex issues emerged.
There was no intention to inculcate students with a social design
agenda in order to meet societal expectations and global chal-
lenges but by enabling healthy dissent rather than proselytising

or presenting design for positive change as a form of dogma, a
productive, critical and open dialogue emerged.

The project of considering the future of Future Studies is ongo-
ing with further work planned to test forecasting methodologies
extrapolated from current data, trends, research and technolo-
gies. The aim is to discover ways of interrogating the plurality of
possible futures by forging a discursive space from which insights
may emerge. The purpose of this short speculative paper has
been to suggest that Future Studies has critical, discursive and
political power and can be a tool of transformation in its own
right. By taking into consideration the methods, processes, and
specificity of contexts, it is possible to challenge current inequali-
ties. Critiquing visions of the future offers a means of recognising
and disturbing power relations, acknowledging where particular
futures have been silenced and considering ways in which we can
craft the future differently.
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ABSTRACT

Innovation leads to unexpected solutions, and students’ future
relevance lies in their ability to think abstractly and embrace
emerging technologies. Based on this premise, the Internet of
Things Project was conceived as a cross-university inquiry of
speculative thinking as a pedagogical tool. Faculty from two
universities tasked their students with the design of a new “smart”
technology to solve an everyday problem. The speculative nature
of the project broke from typical artifact-based student learning,
focusing instead on the origination of a purely theoretical concept.
Removing the demands of a fully realized final deliverable freed
the students to invest significant time in abstract ideation. Any
discomfort with the challenge of limited restrictions and atypical
expectations was tempered by a series of activities to mitigate fear
and champion risk.

This paper examines the benefits of speculative thinking in the
design classroom. It outlines practical strategies for implementing
an experimental “smart” project requiring students to think in the
abstract. Faculty will share their observations of students con-
tinuing to utilize speculative problem solving beyond the singular
Internet of Things Project. The writers argue that curriculum must
foster a culture of designer as influencer and innovator, challeng-
ing students to push beyond the limits of their technical knowl-
edge and to embrace an open and speculative outlook towards
user experience.

Keywords

speculative thinking, interactive, Pedagogy

INTRODUCTION

“Graphic design will save the world right after rock and roll does.”
(David Carson). Although Carson is selling both artistries short,
there is merit to his flattering comparison. Rock and roll is organic,
speculative, free-ranging. Likewise, design is no more static than
rock and roll. Constantly evolving, design interacts with socio/
political influencers, the needs of new audiences, and emerging
technologies. Demands for an “encore!” do not come easily. They
require an impressive show of problem solving from designers
able to adapt to unanticipated challenges. Just as guitar-makers
upped their game to keep up with the pace of free-flying musi-
cians, design educators must elevate their pedagogy to prepare
students for this astonishing change of pace.

In considering ways to expand existing pedagogies, the authors
took direction from the AIGA Designer of 2015 Competencies

list, which outlines a set of skills required for the designer of the
future. Of particular note, is number six, the “ability to be flexible,
nimble and dynamic in practice” (AIGA 2016). Given that students'
thought processes in navigating challenges determines how nim-
ble-minded they will be as designers, we theorized that specula-
tive thinking would allow them to be more adaptive.

Speculative thought promotes the development of theoretical
concept rather than practical application (Wells 2006). As a
pedagogical tool, it teaches students to value themselves as
influential thinkers rather than producers. The authors are inspired
by Dunne & Raby, whose provocative practice champions spec-
ulative design as change maker. Some may discredit speculation
as merely an idea, but according to Dunne & Raby, it is “because
it is an idea that it is important. New ideas are exactly what we
need today.” By embracing speculative culture, “we might see the
beginnings of design dedicated to thinking, reflecting, inspiring,
and providing new perspectives on some of the challenges facing
us” (Dunne & Raby, pg 88).

To begin experimenting with the best way to bring speculative
thinking into the classroom, the authors designed the Internet

of Things (loT) Project. We diverged from typical artifact based
student outcomes to focus on idea as final deliverable. Knowing
that our students often measure their worth by the success of
visual design, we framed the project as an exercise in freethinking,
encouraging open outcomes as a way to mitigate students’ fears.
The promising results are evidence of students’ ability to embrace
an atypical methodology and put its outcomes into practice.
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Methodology

Project Framework

The Internet of Things (loT) Project was assigned in the spring

of 2015 to students enrolled in AR 471 Design for Web Il at Avila
University and DESN 387 Information Architecture at Kansas City
Art Institute. Students worked in teams to propose a theoretical
‘smart’ technology concept described as a “life-hack” - to help
manage one's daily activities in a more efficient way. The project
timeframe was limited in scope to encourage speculative ideation
rather than production. Each team’s concept was submitted with
written rationale and process documentation including: audience
research, storyboards, wireframes, and animated prototype of
functionality. Results were posted to a shared project blog for
cross-institution discussion. Students voted on which final loT
solution best satisfied the needs of the identified audience.

Intended Learning Outcomes

e Utilize speculative thinking in the design of an interactive
solution for a defined user audience

* Apply collaborative process in the solving of a design problem

* Demonstrate an understanding of the potential for emerging
technologies

Internet of Things (loT)

Internet of Things is a form of machine-to-machine technology,
allowing us to connect everyday objects and environments to the
internet (Johnson 2015). Sensors are the building blocks of the

loT today. Categorized as “nearables” and “wearables”, sensors
enable responsive technology in smart objects and environments.
Ubiquitous home wifi and cloud computing has empowered the
loT to become seamless in our lives - we find ourselves constantly
accessible and IoT is positioned for growth.

The field of IoT is embedded with future-positive possibilities but
inherently there are risks. These devices collect real-time informa-
tion leading to privacy and security concerns. Once a user adopts
a smart object for their home, they indirectly record a pattern of
use reflecting their time at home. If the app knows when they are
home, then how else can that information be used? loT is ripe

for classroom discussion, challenging students to consider the
benefits and inherent questions.

Collaboration

Research shows that net generation students (born between 1982
and 1991) are team-oriented and social. They value the devel-
opment of meaningful relationships with professors and peers,

are versed at collaboration, and have participated on teams their
entire lives (Oblinger & Oblinger 2005). Active learning for this gen-
eration requires fewer lectures and more discussions, cooperative
learning, and group projects (Wilson 2004). We embraced this
proficiency with collaboration by structuring the project as a team
based, cross-institution initiative - concurrently taught between
two different institutions. Both instructors began with the same

project prompt, initial research, and timeline. The stipulation to
communicate with an outside institution heightened students’
awareness of the topic, shifting their reference point from an
egocentric origin to an awareness of this discussion in the outside
world. Our students shared a project blog to refer to research,
facilitate a critique dialogue, and upload their final solutions.

Design Charrette and Rapid Prototype

Framed as a short-termed collaborative challenge, the design
charrette model employed group process in the development of
ideas as solutions to the assignment. The short project time frame
(three class periods, equivalent of nine contact hours) forced
students to work quickly, keeping focus on rapid prototype and
abating concerns about a fully realized portfolio piece. Within the
design charrette, groups began the ideation process utilizing a
matrix to chart connections between offline everyday problems,
audience research, and possible solutions. Students then built
analog prototypes, focusing on the function and touch points of
the experience while minimizing surface details such as typeface
and color selection. They were forced to think about the process
of moving a user through a task flow, relying on a storyboard to
map this progression. The best prototype was translated into
digital form and presented to the class for feedback. The final
project outcome required high-fidelity wireframes emphasizing
idea development instead of iterating look and feel or coding.
Many groups added extra moments of interactivity and motion to
enhance meaning, working above our expectations, implying that
students are eager for more polish than a prototype affords.

Play

As faculty, we struggled with how to guide students through a
project that diverged from typical process, timeline, and out-
comes. We were asking students to think more than design, work
in groups, and complete an atypical assignment in an abbreviated
time frame. In researching methods for sparking student engage-
ment, we landed on the concept of play. Psychologist Carl Jung
states, “The creation of something new is not accomplished by
the intellect but by the play instinct.” Play is the most basic form of
learning. It is a safe place to test ideas, break rules, and cultivate a
sense of authorship. Mihaly Csikszentmihalyi, Hungarian Psy-
chologist, identified play as a flow state, a mental state marked by
complete focus and absorption in the activity at hand (TED 2004).
When students enter a flow state, they are actively engaged,
absorbed, and challenged. Their minds are primed for creative
thinking at an optimum level. The marriage of play and interactive
design seemed a natural fit for the IoT project.

Before students began working on the project, we introduced
the Makey Makey, an arduino created for children, to break the
ice and foster a playful environment. Arduinos are microcontrol-
lers, small portable computers often programmed to do a limited
number of tasks. They provide an opportunity to hack and create
a machine to machine connection, in essence the loT concept.
Our students thoroughly enjoyed the activity, playing with any
conductive material they could instantly manipulate to become a
video game controller, digital camera, and piano. The simple act
of play was extremely successful in establishing proper tone and
mindset for students to begin the ideation process.



Evaluation

Students were assessed on the standard professional practice of
presentation skills, participation, and efforts at establishing a col-
laborative learning environment. More importantly, students were
evaluated on their strength of concept and adaptability throughout
the process, using the rubric categories below. (language from
internal academic department assessment at Kansas City Art
Institute)

® Possess skills of independent inquiry and effective research
through critical engagement with sources of information

¢ Ability to deal with ambiguity

¢ Ability to give up a treasured thought in the face of evidence

e Embraces discovery during the research process; searches

creatively and asks questions

Discussion

The loT project was a resounding success for the students and
faculty involved, offering key takeaways and direction for future
improvement.

1) Don’t underestimate students. We had serious concerns about
our students’ ability to handle speculative thinking, and their com-
fort level amidst ambiguity. Our concerns were clearly misguided.
Students welcomed the change of pace and showed excitement
in tackling something new - proving students are more nimble
minded than we may give them credit for.

2) Tone is important. Striking a playful tone and supportive
language when introducing the project was key in establishing a
high-spirited, open attitude in the students. We acknowledged
discomfort and eased concerns by reminding them there was no
wrong answer to the problem.

3) The project should be implemented early in the curriculum.
Both groups of students in this study were at a junior or higher
level. The quality of results left us wishing we had introduced the
concept of speculative thinking earlier. We view the 0T project as
a natural fit at the sophomore level, especially as digitally native
students continue to advance in their technological fluency and
eagerness for collaboration.

Conclusion

The drumbeat of change is increasing in tempo. Like any gifted
musician, a designer must learn to keep up with the beat. Our
research, through the Internet of Things project, has shown that
speculative thinking is one instrument students can use to help
them anticipate changes in rhythm. By establishing a playful, col-
laborative learning environment, we were able to increase student
comfort with the concept of thinking in the abstract. The students
proved to be surprisingly adept at tackling this challenge and
continued to utilize speculative thinking in future projects. Do we
think that design will save the world? No. Do we feel our rock star
students will give it their best shot? Most definitely.
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ABSTRACT

This paper discusses the Open Design program at Willem de
Kooning Academy (University of Applied Sciences, Rotterdam)

in the undergraduate program (Social Practice) and the Master
Design. Open Design is commonly described as the design

of open-ended objects, open processes or systems; online
knowledge dissemination; creating personal relevance (Abel, van,
and Klaassen 2011, Avital 2011). It mainly refers to two traditions:
engineering (open-source technology) and participatory design
(social relevance). Additionally, we can also witness an emergence
of ‘author driven’ approaches, exploring open design aesthetics
and ‘open authorship’. These question the author’s exclusivity,
embodying a paradigm shift in traditional notions of authorship
(‘post-authorship’). This paradigm - the conflict between artistic
expression and user adaptations - provides a relevant context for
art and design education. How could open design leave room for
both the designer’s and user’s identity?

The Open Design program elaborates on its underexposed aes-
thetic tradition, investigating ‘open authorship’ in spaces where
designers and participants meet. It explores ‘the ‘open form’,

an (art)historical view on openness from an author’s perspective
(Wolfflin 1929, Eco 1962, Hansen 1959, Raaijmakers 1988), through
approaches like ‘Cadavre Exquis’, ‘Design Autopsy’, ‘Collaborative
Collection’, ‘Confrontation Piece’ and ‘Non-Expert Experts’.

This paper maps interpretations by both students and the people
involved (from author to user driven scenarios) and discusses possi-
ble future approaches, like the open form related to cultural probes
and the open design object as a tool for unexpected user research.

Keywords
open design, open design education, open-ended design

INTRODUCTION

In new, in-transition design practices of sharing, ‘post authorship’,
user innovation and digital networked fabrication, art and design
education requires new approaches. Within this context, WdKA
initiated the interdisciplinary Open Design Program in the under-
graduate program (Social Practice) and the Master Design. This
paper evaluates the program (2011-16) by focusing on possible
new forms of (open) authorship and roles of designers and users.
It elaborates on the article ‘On “Open” Authorship: the Afterlife
Of A Design’ (Herst, Kasprzak, 2016) by introducing ‘usership’ in
order to describe the roles in the open design process. We outline
approaches and outcomes from the undergraduate program and
propose new questions about these roles.

Definitions: How is Open Design framed?

According to commonly accepted definitions, Open Design’s
properties include the design of physical objects; open production
processes, open-ended products; online knowledge dissemi-
nation; personal relevance for all stakeholders. (Abel, Bas van,
and R. Klaassen 2011, Avital 2011). This definition borrows from
two traditions: engineering and open-source technology (digital
fabrication) and participatory or human centered design (social
and personal relevance). These secure the ‘afterlife’ of a design,
iterations by its users.

What are the ramifications of this techno-social framework for art
education and its specific context of authorship and aesthetics?
‘Author driven” Open Design practices like Jens Dyvik’s ‘Layer
Chair’ for example, not only encourage user iteration through
open source software and sharing but also through its adaptable
form and ‘open aesthetics’. This open- endedness questions the
author’s exclusivity, embodying a paradigm shift in traditional
notions of authorship and reflecting the discourse of ‘post-author-
ship’. Exactly this paradigm provides a relevant context for art and
design education (Herst and Kasprzak, 2016).

Artistic frictions - openness and (post)authorship

To educate Open Design students, not only as engineers or

social professionals, but also as creative practitioners, we need to
explore Open Design’s underexposed aesthetic context. Practice
at WAKA has shown that the user-oriented approach of Open De-
sign causes friction, for it is often associated with the loss of artis-
tic control and authorship. What is the potential of artistic methods
for Open Design education and defining ‘open authorship?



Broadening the discourse: what could Open Design learn
from the arts?

As an aesthetic framework we first propose the ‘open form’, an
art-historical notion of openness from the author’s point of view.
Several perspectives can be identified:

- Formal /aesthetic: art historian Heinrich Wollffin defines the
“closed /tectonic —open/a- tectonic form” as a dynamic, interpre-
tative from, allowing viewers the mental completion of the work
(Wallffin, 1929).

- Social: In his ‘Open Form Manifesto’, architect and pedagogue
Oskar Hansen’s describes the ‘Open Form’ as ‘real’ interaction
between designers and users. (Hansen1959) From this anti-hier-
archical perspective he proposed a strong integration of the social
and the formal.

- Critique: artist Dick Raaijmakers’ Open Form is a critique on
technology’s closed systems in consumer culture, comparing it
to the closed structures of classical compositions. (Raaijmakers,
‘The Fine Mechanics of the Open Form’, 1988-1992)

- Interpretative: In “The Open Work’, Umberto Eco defines partic-
ipation not only as interpretative but also as ‘real’: the author be-
comes a meta-designer who designs the parameters for audience
activation. (Eco,1989)

In order to support the students’ positioning in Open Design contexts,
we employed these perspectives in the development of the program.
This exposes them to different open design processes (aesthetic,
material, procedural) and different roles (artistic, social, critical).

Aim and Method: Mapping authorship - ‘usership’.
What could Open Design Education learn from the user?

We additionally introduce the concept of ‘usership’ to further
identify the roles in an Open Design context. Our framework for
mapping the spectrum from author to user driven scenarios is
based upon the following perspectives:

1. Authorship (student interpretations)

“The poetics of the "work in movement" (and partly that of the
"open" work) sets in motion a new cycle of relations between the
artist and his audience, a new mechanics of aesthetic perception,
a different status for the artistic product in contemporary society.
It opens a new page in sociology and in pedagogy, as well as a
new chapter in the history of art”. (Eco,1989).

How is openness interpreted, expressed and negotiated in the de-
sign, how is the designer’s identity articulated in a user-related con-
text? We looked at the use of the open form, knowledge dissem-
ination and the articulation of openness in design statements. An
example is the author-driven student project ‘Exchange Knitting’, a
Frankenstein’ collection based upon user-generated aesthetics.

2. ‘Usership’ (user involvement)

“Usership names not just a form of opportunity-dependent
relationality, but a self-regulating mode of engagement and
operation. Which makes usership itself a potentially powerful tool.
In the same way that usership is all about repurposing available
ways and means without seeking to possess them, it can itself
be repurposed as a mode of leverage, a fulcrum, a shifter, and as
such, a game-changer”. (Wright and Aikens, 2013)

How have users and communities been involved and how have
they affected in the design in the projects? To define ‘usership’, we
looked at self-regulation, reciprocity, re- appropriation, repurpos-
ing and user iterations in the projects. An example is the social
project ‘Wheelshare’, which intends to raise awareness for wheel-
chair users from bottom-up approach.

Cases: from author to user driven scenarios, new roles?

The interdisciplinary Open Design program explores how the open
form is translated into design methods that incite participation. We
evaluated the outcomes of the following courses: Cadavre Exquis
(open form, user iteration), ‘Confrontation Piece’ (social, partic-
ipatory storytelling) and ‘Design Autopsy’ (criticism). These are
mapped according to scenarios of authorship — ‘usership’.

1. Cadavre Exquis: hybrid roles between authorship -
usership
Borrowing from the open form of the Surrealist Cadavre Exquis (a
collective poem or drawing according to a participatory method
(Breton, 1971), the course ‘Cadavre Exquis’ confronts students
with the ramifications of openness for authors. It focuses on the
user as an inspirational source for -sometimes unexpected- infor-
mation. Students were challenged to create a ‘design dialogue’
by provoking participation. They had to select an 'original' work (a
blueprint) and respond to it with another design (iteration 1). Then
a second designer works on it (iteration 2).

An example is the ‘Cadavre Exquis chain’ (image 1), a redesign of
a necklace from the ‘Open Design Contest’ (Waag Society, 2009).
Students repurposed the original piece and made several itera-
tions responding to each other’s design, according to their per-
sonal statements (a protest against social media). Acting as both
users of the design and re-designers, they experienced ‘usership’
and ‘authorship’ simultaneously. This assignment confronted
students with fundamental concepts of Open Design: assuming

a hybrid position as both author and user (open authorship) and
experiencing design as a procedural, unfinished product.
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2. Design Autopsy: authors as critical re-designers

The open form as cultural critique against mass production is a
more radical approach in the second year course ‘Opening up,
the (his)tory of Things'. It refers to Dick Raaijmakers’ Open Form
as a critique on the closed nature of technology in consumer
culture, like the closed structures of classical compositions. Both
systems encourage audience passivity (Mulder and Brouwer,
2009). This course similarly responded to closed systems of
mass production and encouraged students to perform a ‘design
autopsy’ on a product, take it apart, explore it and transform it into
a new object. The act of opening up a product, repurposing and
transforming it confronted students with Open Design’s critical
perspective. As consumers of a mass product (users), they had
to take control of it by using their skills as a designer (author). An
example is the ‘Humidi-clock’ (image 2), a repurposed vaporizer
transformed into a clock. The design bears a clear signature of
the designer, possibly preventing user adaptation. Openness is
mainly expressed in the technical dissemination of the work (3D
drawings). The accompanying manifesto however, encouraged
‘usership’ by leaving gaps in the statement for reader appropria-
tion, as a textual open form.

Image 2. Humidi-clock

The course aimed at ‘taking control’ by repurposing mass prod-
ucts (as a strategy to create openness) and to a lesser extent on
user iterations. This sometimes caused confusion with students.
As ‘re-designers’, they interpreted Open Design as ‘the act of
opening up’, thus behaving likes traditional authors. For a full un-
derstanding of an open design cycle, we will implement the open
form more explicitly in the course.

3. Confrontation Piece: provocative authors and reciprocity

Whereas the second year is dedicated to questioning authorship,
the third year focuses on ‘usership’, open process and reciprocity.
The point of departure of the course ‘Secret Stories of Makers’, a
Confrontation Piece’ was the exploration of Oskar Hansen’s view
on ‘real’ interaction between designers and users through a de-
sign approach in which the social and the formal are intertwined.
(Open Form Manifesto, Hansen 1959).

The course took place in a social Maker Space in Rotterdam
West. The aim was to unveil local needs and unknown knowledge.
How could people’s secret stories inspire the design and contrib-
ute to its relevance? Employing the cultural probe (Gaver, Dunne,
and Pacenti, 1999), students designed a ‘confrontation piece’, a
provoking intervention to discover hidden stories, knowledge and
skills of local artisans.

Image 3. Confrontation Piece: public loom

An example is a public loom for collecting local artisan techniques
(image 3). Students set up a human sized loom on a square,
using alienating aesthetics and exaggerated dimensions. Their
piece triggered various responses; from sharing unique weav-

ing techniques to revealing intimate stories. These unexpected
results transformed the loom into a tool for both skill and story
sharing, delivering useful insights in the neighborhood’s daily life.
The design embodies a social open form, expresses authorship
though its provocation and simultaneously, encourages expres-
sive ‘usership’.

The project ‘Memre’ (memory) focused on forgotten crafts from
the Surinamese community. The aim was to open up and dis-
seminate their knowledge for the next generations (image 4). The
student discovered that Surinamese women used to make jewelry
from local fruits and kernels. To re-introduce this into the lives of
expatriate Surinamese, he designed a kit to inspire women to take
up their 'craft’ again by using similar Dutch fruits. For this design
research tool, he used objects with familiar aesthetics (reminiscing
the Surinamese Awara nut), a combination of Dutch and Suri-
namese materials. When testing, it appeared to trigger specific
memories. This inspired him to design a new kit including a book
to collect stories.

Image 4. Confrontation Piece: ‘Memre’



‘Memre’ shows openness in the research process (unexpected
stories) and the research tool (open storytelling kit). Here, author-
ship is dedicated to ‘usership’ and ownership: people are encour-
aged to become authors and to develop their own (his)torybook.
The symbolic incentives in the design mark the author’s presence.

These two examples show how the space between ‘authorship’
and ‘usership’ is negotiated through a social open form, famil-

iar aesthetics and participatory storytelling. It shows the value

of Hansen’s ‘real interaction’: the designer no longer relates to
anonymous, invisible online users but to real participants, enabling
a more inspired and informed design.

4. ‘Non-Expert Experts’: authors and amateurs

In year four, students continue to explore social open form. The
minor and graduation program require critically reflection on

open design, a clear positioning and self initiated projects. The
minor program focused on communities who invent, design, and
create, without being recognized as designers, artists, or even

as being creative. This group of ‘non-expert experts’ (Kasprzak,
2014) is highly skilled but remains invisible. Because of their
expertise, these communities are ideal for collaborations with
design practitioners. The course invited students to disseminate
informal knowledge in ‘A Collection and Compendium of Unusual
Knowledge’. The groups ranged from road kill chefs, open source
DIY synthesizer enthusiasts and miniature vegetable gardeners.
The students used an ethnographic approach, spending time with
their communities to understand them and their practices.

The minor showed two exemplary forms of authorship and ‘user-
ship’. In ‘Exchange Knitting’, a fashion student collected techniques
from knitting clubs and open knitwear specialists (image 5). She de-
veloped an online platform for knowledge sharing. While exploring
collaborative aesthetics, she eventually used these different patches
for her own ‘Frankenstein’ collection. Although her cardigans and
dresses reflect both her and the users’ identities, she is explicit
about her role as an author of the collection, thus embodying the
friction Open Design causes in the context of authorship.

Image 5. ‘Exchange Knitting': platform, http://www.exchange-knitting.com

‘Wheelshare’ shows a more hybrid form of authorship (image 6).
The project aimed at raising awareness for the obstacles wheel-
chair users encounter in their environment. The student offered
them an open source toolkit (3D file for a smartphone grip) and
online platform (image 10). This custom grip enables wheelchair
users to film their movements through the city and share these on
the website. The student exploited the visual language of multiple
perspectives and unusual camera views to raise curiosity (policy
makers) and used this kaleidoscopic view to encourage users’
contributions. Authorship is particularly expressed in the provided
visual framework, while ‘usership’ is embodied through the movies
of the participants.

‘Exchange Knitting’ and ‘Wheelshare’ both implement contri-
butions and aesthetics of their users. But while the maker of
‘Exchange Knitting’” explicitly claims authorship, the designer of
‘Wheelshare’ more clearly facilitates ‘usership’.

Image 6. ‘Wheelshare’, http://wheelshare.nl

A project that also expresses ‘usership’ is ‘The Home Facto-

ry’ (2013). This graduation project confronted people with their
behavior towards waste. Creating a private circular economy, the
student invited them to collect daily waste, process it and design
a product by adapting a cast (image 7, 8). Authorship is shown in
her methods for waste processing, workshops and the design of
adaptable casts (a vase, a dish). In the final product, the designer
is absent. Even more clearly than in ‘Wheelshare’, this project
shows the ramifications of ‘usership’. The products show a specif-
ic ‘amateur aesthetic’, reflecting personal values. ‘Home Factory’
demonstrates the complex practice of 'open authorship, where
designers navigate and negotiate between user aesthetics, meta-
design and other hybrid in between states.

Image 7, 8. ‘Home Factory: open cast, user product
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Conclusion

We evaluated the Open Design program (2011-2016) by focusing
on new roles of designers (authorship, open form, Eco, 1989)
and users (‘usership’, Wright and Aikens, 2013). How do students
process the ‘artistic frictions’ in open design? We identified how
they assumed different roles as authors for future development of
the program.

The first two years introduced the open form and proposed
strategies for critically opening up products (Raaijmakers) and
open-ended formats for user iteration. ‘Cadavre Exquis’ showed
how students were able to take a hybrid position as both authors
and users of the design. As a valuable first encounter with open
authorship, we will further explore this experiential approach.
‘Opening Up’ focused on ‘taking control’ by redesign and to a
lesser extent on user iterations. Students assumed a traditional
author position without fully experiencing ‘usership’. For a full
understanding of an Open Design cycle, we will more explicitly
emphasize the open product in the assignment.

Year three explored the open, social form (Hansen, 1959). Stu-
dents negotiated the space between ‘authorship’ and ‘usership’
and experienced the value of openness in ‘real live’ interactions,
as opposed to anonymous online communication. The public
loom project showed the potential of an ‘open object’ as a tool
for unexpected user research. To encourage ‘usership’, we will
explore the ‘open probe’ in the next course.

Year four showed how students position themselves as ‘open au-
thors’, from clearly author and owner driven (‘Exchange Knitting’)
to a stronger orientation towards ‘usership’, where the author
encourages ‘amateur’ aesthetics’ in the project (‘Wheelshare’).

The evaluation identified new views on 'open authorship’, ranging
from author to user driven and other hybrid models. Next steps
include further developing the open form (Cadavre Exquis model),
investigating of the experiential approach (role switching between
author and user) and exploring the potential of open probes (a
research tool for unexpected user contributions). We will focus on
the author-user dynamics in order to keep the framework chal-
lenging for future Open Designers in a creative environment.
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ABSTRACT

This article provides a summary of reflections on the journey of
‘fashionthnography’, an experiential-learning programme in fash-
ion and design education. The development of fashionthnography
is a response to the increasing need to extend traditional course-
based education to a more innovative, engaging and interactive
approach of learning. The research team believes that fashionth-
nography offers a new platform for vocational and professional
training and research collaboration. In this paper, we present
four sets of challenges: 1. the implementation of new research
designs and methodological approaches in communitybased
research programmes; 2. The execution of multi disciplinary and
multi-sectorial research and experiential-learning programmes; 3.
the development of international research networks that enable
collaboration between researchers, educators and practitioners
from universities, research institutions and public and private
organisations in various countries and education systems; and 4.
the administration of diverse knowledge translation and mo-
bilisation activities. We also show that the sustainability of any
community-based experiential learning research programme
requires collective support and long-term commitment: intellec-
tual, administrative and financial. The ultimate contribution of this
reflexive paper is to unpack the challenges and opportunities ex-
perienced by the founding members of fashionthnography during
the implementation of community-based experiential learning and
academic-practitioner collaboration.

Keywords

experiential learning, knowledge translation, team ethnogra-
phy and participatory action research

INTRODUCTION

Community-based experiential learning and academic-practitioner
collaboration have become important components of post-sec-
ondary education (Amabile et al., 2001; Ozanne and Anderson,
2010; Ozanne and Saatcioglu, 2008). Many institutions are explor-
ing innovative ways to enhance student learning experience and
re-defining the concept of research in the academia. For instance,
experiential learning could include a variety of learning activities,
ranging from co-op to exchange program, to community-based
research to co-innovation programs. Institutions are seeking

ways to identify best approaches to maximize student learning
experience. At the same time, academic research is moving to

a multi-disciplinary arena. Cross-disciplinary, mixed-method or
multi-methods approaches are more welcomed and accepted

by the academic communities since the new research model can
provide a holistic understanding and solutions for the challenges
and problems. In this paper, we focus on presenting the challeng-
es of implementing an “innovative pedagogy” that involve multiple
disciplines, multiple researcher approaches (e.g., participatory ac-
tion research, academic-practitioner collaboration) and stakehold-
ers (researchers, educators, students, and research participants).

This paper illustrates the research team’s experience throughout
the ongoing process of launching and operating the fashionthnog-
raphy website — a living archive of fashion research and teaching
programs. The fashionthnography project is originated by a series
of participatory action research (PAR) and ethnographic studies on
fashion consumption and fashion design in Hong Kong and China.
In addition to reporting findings in academic presentations and pub-
lications, the research team decided to disseminate and translate
their research through the use of digital and multi-media technolo-
gies. At the same time, the research team views this is an opportu-
nity to create a platform to broaden the methodological inquiries in
fashion design and consumption research programs by bringing in
a diverse research tools and knowledge translation mechanisms.

Qualitative inquiries and community-based research approaches
such as participatory action research (PAR) and ethnography have
become popular in academic and practitioner research. A group
of business anthropologists and consumer culture researchers
(Belk, Fischer, and Kozinets, 2013; Jordan, 2003; Moeran, 2005;
Sunderland and Denny, 2007) has devolved years to develop
and advance this research paradigm. In the past two decades,
an increasing number of post-secondary institutions have begun
exploring possibilities arising from the integration of PAR and
qualitative methods in their research agenda and pedagogy. At
the same time, researchers, educators, and practitioners such
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as fashion designers, media, and marketers, are seeking ways to
incorporate new research paradigm to industry practices. In the
following sections, we present our reflexive note from an exper-
imental open ethnography project — Fashionthnography — that
we launched in 2012. Through the reflection of our journey of this
applied research project, we seek to introduce the possibilities
stemming from the digitalization of fashion ethnography and the
use of transmedia storytelling in applied research and knowledge
translation practices (Barister, Leadbeater, and Marshall, 2011). At
the same time, we discuss the challenges of team ethnography
and PAR that we experienced throughout the journey.

Background

Fashionthnography.com is a Hong Kong-based educational action
research project involving a group of fashion students, academics,
and professionals from the industry. The impetus for the project
came from the fact that many fashion employers and academics
are seeking ways to move beyond a theory-based curriculum and
equip students with the necessary knowledge, real-life experienc-
es, and skill sets to meet the most recent industry expectations.

It was also the desire of the research team to resolve conflicts

and misunderstandings between students/practitioners, theories/
practices, and teaching/research by introducing a multifaceted,
complex, and innovative research and education program.

Since its first launch in 2012, the research team of fashionthno-
graph.com has put in a tremendous amount of effort and time to
develop the infrastructure of this living archive of innovative peda-
gogy. The team also explores different ways to better ways deliver
the components and content to a diverse group of audiences.
Multimedia such as video and voice interviews with the content
expert, blog postings as well as shared research papers and
presentations are part of the knowledge translation and dissem-
inations strategies that employed by the research team since the
first day of fashionthnography.com. Later on, the research team
started connecting this experimental project to post-secondary
education and academic-practitioner research collaboration.

Methods

In this paper we employed the research reflexive approach (Ham-
mersley and Atkinson, 1995) to analyze our experience in team
ethnography (Erickson and Stull, 1998) and community-based
participatory action research (Bajgier et al., 1991; Ozanne and
Anderson, 2010; Ozanne and Saatcioglu, 2008) throughout the
years of implementing fashionthnography as an open research
and experiential learning platform. Our findings are very much
based on the research team’s reflection throughout various stages
of the fashionthnography project.

Our reflectivity provides an important self-evaluation and self-as-
sessment opportunity to re-thinking the future direction of fash-
ionthnography. As a research team as well as a group of research-
ers and educators in the post-secondary education system, our
reflection showcases a diverse internal dialogue and conversation
that researchers and educators may face in their everyday lives.
Our reflexivity primarily focuses on four areas: (i) the delivery of
qualitative research approach and methods to post-secondary

students and junior researchers in the field of fashion and design;
(i) the shift from disciplinary to multi-disciplinary research pro-
grams; (iii) the essence and form of teamwork and collaboration

in community-based research and experiential learning; and (iv)
the innovative approach to facilitate knowledge translation. Our
findings section highlights some of our memories, experiences,
and insights to illustrate some of the challenges the research team
encountered throughout this ongoing journey.

Findings

“It is easier said than done” — Although the research team had a
strong vision of exhausting the pedagogical possibilities in fashion
and design education by working collaboratively, the research
team experienced many fundamental challenges during the
implementation stage of fashionthnography.com. For instance, a
shift in expectations in the fashion industry and the demand for
new sets of knowledge and skills in fashion education caused the
research team to rethink how best to structure the pedagogy and
participatory action research design over time. In the very begin-
ning of the fashionthnography project, the research team was to
explore a new approach to disseminating research results and
encourage conversation of fashion-/design-related topics among
a wider group of audiences (e.g., non-academic audiences such
as practitioners and the general public). Later on, the research
team realized there is a potential to expand the scope of fash-
ionthnography to collaborative research and the possibility of a
“living archive” to capture different aspects of fashion and design
research and education. The following content highlights some of
the challenges that associated to the four focal areas we present-
ed in the previous section.

Challenge 1: Qualitative Inquiry in Applied Research and
Education

The first set of challenges that the research team encountered
was that of educating students about the importance of qualitative
research in fashion and design education. For instance, these
challenges ranged from educating students about the differences
between qualitative and quantitative research (Belk, Fischer, and
Kozinets, 2013); differentiating between post-positivist traditions
such as phenomenology, hermeneutics, and symbolic interac-
tionism (Prasad, 2005); and teaching students how to conduct
ethnographic fieldwork and analyze and interpret qualitative data
to meet both academic and managerial expectations (Clifford

and Marcus, 1986). In the field of applied sciences, quantitative
research methods such as survey, modeling, and experimental
designs remain the preferable approaches since the statistical
results, and proven hypotheses are considered “scientific” in
many researchers’ mind. It is certainly true to some extent since
numbers somehow never lie. However, many researchers in the
positivist research camp ignored some limitations and deficiency
in such quantitative approach. First, the “interpretation” of statis-
tics result required a certain level of subjectivity. Researchers are
tended to create a dialogue between their studies and previous lit-
erature and limited the exploratory essence of academic research.
Second, the quantified data somehow skewed the meaningful-
ness of the studies or may not provide a deep understanding of
the phenomenon. For example, most of the experimental setting



asked research subject using Likert scale to report their feeling
such as satisfaction, the level of like or dislike of a certain subject,
and so on. Such quantified result may lose the opportunity to
explore the composition of human emotion or what contribute

to such emotion and responses. Qualitative research methods
such as long interviews (McCracken, 1988) or ethnography allows
researchers to examine issues in a more holistic, instead of ab-
stracted, manner. However, it takes time for the applied scientists
and practitioners to recognize the value of qualitative research and
to accept an alternative research paradigm.

Challenge 2: Boundary Crossing — A Dialogue between Disci-
plinary and Multi-Disciplinary Education and Training

The second set of challenges was related to the shift from disci-
plinary to multi-disciplinary research and education. Traditionally,
fashion and design education were considered to be comprised
of a set of vocational and trade-oriented curricula driven by the
requirements of the industry. However, the latest developments
in fashion and design education emphasize multidisciplinary

and multi-sectoral research and education, and encourage
researchers and students to explore specialized topics such as
sustainability, social innovations, and technological aid design
(Palomo-Lovinski and Faerm, 2009). These specialized topics
are multi-disciplinary in nature. Researchers from engineering,
management, consumer studies, communication, public policy,
economics, political sciences, computer sciences, design, and
education as well as other disciplines not listed here are dealing
with different aspects of sustainability, innovations, and technol-
ogies in their everyday lives. The research team has experienced
challenges connected to the transformation of the education
system during the implementation of the fashionthnography.com.
Leaving the comfort zone is uneasy, it takes time for the research
team to eliminate the technical and psychological barriers among
participants of different academic training and background in the
context of crossing the academic boundaries. The research team
has adopted different approaches to elaborate the importance
and value of multi-disciplinary education and research but still
experienced a certain level of resistance. However, the research
team believes the implementation of projects such as fashionth-
nography.com allows researchers to reconsider future research
design, partnerships, and theoretical framework in their home
disciplines and multi-disciplinary common grounds.

Challenge 3: Communicating Values among International and
Multi-Disciplinary Team

The third set of challenges captured the challenges involved in
managing communications within the international research team.
Since the research team is composed of researchers, educators,
and practitioners in different geographical locales and industries.

It was an ongoing challenge to schedule meetings and match the
project with individual schedule and priorities. Also, it was important
to communicate the values of this innovative academic-practitioner
collaboration project to all involved parties. For example, throughout
the collaboration designers and organizations were invited to share
their complex problems and special interests with the research

team and students. The research team then started addressing
these problems with different theoretical lens and research designs.
In addition to bring in different perspectives to the research team,
selecting participants and maintaining relationships with involved
parties are ongoing tasks for the research team.

Students are active participants in fashionthnography as students'
participation is part of the mandate of this experiential learning
program. The fashionthnography.com thus allowed the parties to
work intensively to identify solutions to the pressing issues. Since
team ethnography and participatory action research are very
much experiential and context-driven (Van Maanen, 1988), the
research team has to constantly adjust the research program to
maximize the value of the deliverables.

Challenge 4: Innovation Approaches in Knowledge
Translation

Last, but not least, the final set of challenges was related to
knowledge translation practices. The research team viewed
knowledge translation as an important step for fashinthnography.
com and agreed that academics have to pay more attention to the
issue of how to present findings and ideas in a creative manner. At
this point, the team launched several mini-projects and multi-me-
dia documentaries as new forms of knowledge dissemination.
However, creating these new content format requires additional
technical knowledge and skills. The research team has hired web
designers, videographers, and assistants with different skill sets
to manage new form of knowledge translation. In the future, the
digital platform will be integrated with other forms of presentations
such as exhibitions, conferences, workshops, and webinars. The -
team is currently seeking funding to support the development of
mobile applications to facilitate academic-practitioner collabo-
rations in the field of fashion and design. Cost, time and effort,
therefore, will be a foreseeable and ongoing challenge for the
research team.

Discussion and Conclusion

Our findings present challenges that our research team experi-
enced in launching and sustaining the fashionthnography program.
The identified constraints and problems, in fact, are addressable.
To identify and recognize the value of multidisciplinary team-based
collaboration and academic-practitioner joint exploration provide a
strategic position for such innovative project. Of course, communi-
cating these values to the diverse group of audiences may take time
and effort, and resistance is expected. However, the team believes
that the industry and the academia will value and demand new
approaches to develop the knowledge community.

Fashionthnography also presents the possibility of different
knowledge translation strategies. While many academics remain
considering written publications are the only channel for dis-
seminating research findings, academics and educators should
re-evaluate the purpose of research and education. Many funding
agencies and academic communities started to acknowledge
other knowledge translation approaches such as interventions,
public workshops and seminars, documentaries and ethnograph-
ic films, blogs, wiki entries as well as virtual/digital archives, art
exhibitions and performances, researchers and educators could
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explore innovative approach to engage academic and non-aca-
demic audience to the ongoing conversation about specific topics
and challenges.

In conclusion, although many challenges and problems remain
unresolved, our research team believes that fashionthnography
introduce an innovative approach to future fashion and design
research and education. The application of team ethnography
and participatory action research is meaningful and provides an
alternate way of reflecting on the pedagogical assumptions and
research methods currently used in fashion and design research
and education. More importantly, in engaging students, academ-
ics, and practitioners, the collaborative action research project
opens up possibilities for future innovations in education and
knowledge translation practices. In this sense, our reflections
provide insights on how to address challenges while implementing
an innovative pedagogy for post-secondary education. At the end,
we, as a part of the knowledge building taskforce, are seeking
innovative mechanisms to explore, comprehend, and disseminate
to a diverse group of academic and non-academic audience.
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ABSTRACT

A garbage crisis in Lebanon recently gave sight and smell to the
country’s underlying social and political problems, and it stank.
The failure of public services, coupled with an influx of two million
refugees, makes Lebanon a prime candidate for human-centered
design efforts, and it has become a popular site for humanitarian
work. With millions of dollars in international funding at stake,
social projects in Lebanon have the potential to be profitable while
also being impactful. Bruce Nussbaum’s question — “Is humani-
tarian design the new imperialism?” — has initiated an important
conversation about the power hierarchies implicit in design pro-
cesses. His critique invites designers to imagine new methodolo-
gies for social design, especially for those initiatives taking place in
contexts unfamiliar to the design team.

This paper, which draws on research the author conducted on
design education in Lebanon, proposes synchronic design as

a tool that overcomes the imperialism that scholars have ques-
tioned. Synchronic design involves remote mirroring of a design
process laid out by a local designer on-site. Through synchronic
design, a facilitator supports a designer by conducting in parallel
the same research but in a different context. This move fosters a
co-design culture in which the designer and facilitator compare
data, exchange ideas, and troubleshoot tools and methodolo-
gies. Synchronic design safeguards against the top-down slant
of imperialism by collapsing the distinction between the “expert”
facilitator and the inexperienced designer; creating a sense of
ownership and project sustainability; and challenging the idea that
design is a universal phenomenon.

keywords

design education, Synchronic design, imperialism

INTRODUCTION

In Lebanon in the summer of 2015, a garbage crisis gave sight and
smell to the country’s underlying social and political problems, and
it stank. For weeks, mountains of trash grew wildly on the streets
of Beirut as the government refused to propose new plans for trash
removal months after the previous dump site was scheduled to
close. The failure of public services, coupled with an influx of over
two million refugees fleeing from the Syrian civil war, makes Leb-
anon a prime candidate for human-centered design efforts, espe-
cially those concerned with social impact. It certainly has become a
popular site for humanitarian work, and the number of international
NGOs operating in this tiny (10452 km2) country is staggering.1
With millions of dollars in international funding, including grants
from EU and USAID, at stake, social projects in Lebanon have the
potential to be profitable while also being impactful.
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At the same time that this is an exciting moment to pursue social-
ly-minded initiatives in Lebanon, the fertile ground to implement
humanitarian design here raises important questions about the
role of design education and the legacy of imperialism in the
Middle East and beyond. Bruce Nussbaum’s (2010) provocative
question — “Is humanitarian design the new imperialism?” — has
initiated an important conversation about how social design oper-
ates across cultures and the power hierarchies implicit in design
processes. He asks American and European designers operating
in developing economies to reflect on whether their interventions
benefit from or contribute to local creative forces rather than
simply imposing the designer’s ambitions onto unfamiliar terrain.
Nussbaum’s imperative, which does not necessarily challenge the
good intentions of involved design firms, exposes the imperial-

ist underpinnings of some design efforts in the so-called “third
world.” The top-down direction of such efforts run contrary to

the ideals of human-centered design research, which privileges
stakeholders’ needs and desires over the designer’s assumptions
and sensibilities.

Nussbaum'’s critique invites designers and design educators to
seek out new methodologies for social design, especially for those
initiatives taking place in cultural, social, political, and economic
contexts unfamiliar to the design team. This presentation draws
on design research the author conducted on design education

in Lebanon to propose synchronic design as a tool that over-
comes the imperialism that Nussbaum and others have called into
question. Synchronic design involves remote mirroring of a design
process laid out by a local designer on-site. Through synchron-

ic design, a facilitator encourages and supports a designer by
conducting in parallel the same research but in a different context.
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This move fosters a co-design culture in which the designer and
facilitator compare data, exchange ideas, and troubleshoot tools
and methodologies. This collaboration is distinct from the team-
work typical of design research, because the facilitator does not
conduct the fieldwork with the intention of absorbing his data into
a larger design process; his performance operates in a supportive
role. Synchronic design, as this article demonstrates, safeguards
against the top-down slant of imperialism by clearly by collapsing
the distinction between the “expert” facilitator and the inexperi-
enced designer; creating a sense of ownership and, therefore,
project sustainability; and challenging the idea that design is a
universal phenomenon.

For the greater good: social design in context

The turn among designers to pursue socially-minded projects,

as Guy Julier (2013) argues, is the result of the very neoliberal
policies that gave birth to design culture in the first place. Design-
ers have begun to reject the capitalistic and consumerist drives
of the design industry in order to create products and systems
that seek to rectify social injustices worldwide. In this expanded
understanding of design, practitioners can join the ranks of other
do-gooders, like social workers and public health specialists,
who affect change on a global level. This exciting turn in de-

sign, which is called either social design or design activism, has
been described succinctly by scholars like Thomas Markussen
(2013) as “design that changes the world,” or as Julier (2011) has
suggested, “a desire for amelioration, to make a ‘better world.”
Such pithy definitions capture the possibility of this movement,
but they also attend to some of the ethical soft spots concerning
it. These understandings of social design plot the pursuit of social
justice onto the whole globe and privilege the designer over local
histories and contexts. When social design is understood this way,
the entire world is the designer’s canvas and the universal design
process his brush.

Scholars and critics alike have begun to question the global

focus of social design, especially when American and European
designers implement projects in places like Africa, Asia, and the
Middle East. These critiques do not so much challenge the impact
that social design can have in these places, but rather call on
design firms and training programs to reflect on the structures

of power and systems of privilege implicit in design processes
and curricula. For these critics, the use of governmental funding
and the flow of creative knowledge from the global north to the
global south reinforce hierarchies that obscure local histories and
encourage division rather than collaboration. Examining graduate
program curricula, in particular, Danah Abdulla (2014) even argues
that such “projects exploit” the host community, because they
benefit the student-designer but are so “ephemeral” that they
cannot have a measurable impact on the community. Abulla’s dis-
cussion thus creates an opening for design educators to imagine
new ways of pursuing social design initiatives in the Global South.
This paper and its proposal of Synchronic Design pour out of that
opening, and in the pages that follow, | outline the basic tenants of
Synchronic Design and possible applications in the future.

Background of the Project

One of the most important things overlooked by the imperialist turn
in design is the role that local design education plays on the land-
scape. In Lebanon, for example, design education could benefit

a great deal from social design projects at the same time that the
students in its various programs could enhance social design initi-
atives. With the exception of a master’s program in Global Design
at Académie Libanaise des Beaux-Arts, the country’s design pro-
grams are largely single-disciplinary and equip students with spe-
cific, often technical skills for a limited number of jobs in the design
industry itself. Common programs include graphic design, interior
design, fashion design, and product design, with graphic design as
the most popular design discipline in the country. This imbalance
in design programs, which overwhelmingly tilts towards graphic
design, fosters an expansive advertising industry in Lebanon, which
has strengthened the commercial aspect of design but has disre-
garded its social implications. Moreover, the country’s struggling
economy has pushed students into the workforce immediately after
graduation to work for the design industry that provides most of its
services (branding, advertising campaigns, etc.) to the Arab Gulf.
For this reason, many design educators believe that assignments
should be typical of the existing advertising or branding norms,
which are limited to encouraging consumer behavior.

The aforementioned systematic challenges in the country’s design
education led me to undertake a project that aimed at integrating
human-centered design principles into existing Lebanese design
programs. The project was a grassroots initiative that brought
together an independent collective of students, designers, pro-
fessionals, and partner institutions in order to explore the value of
human-centered design in Lebanon. It created a framework for
building an innovative DIY design education model that plugs into
the existing infrastructure of design education.

At the time that | completed the research for this project, | was
based at the University of the Arts in the United States. My
distance from the users and institutions most important to my
project impeded my ability to undertake a robust design process.
Because | was not in Beirut all the time, working remotely with

my collaborators, who were mostly design students, was often
difficult given Internet connection problems. This challenge was
compounded by the fact that all of my collaborators had their
own studies and projects to work on, and at times it felt like this
project was a priority only for me. And yet my project could only
exist through my collaborators who were in the field. They were
my eyes and ears on the ground. What | have come to recognize
is that the obstacles that | faced at this time mimicked the chal-
lenges that international organizations face when they come into
a completely new cultural context and implement social projects.
Without their “representatives” and the local community, these hu-
manitarian projects cannot survive. Synchronic design was a tool |
developed to overcome the challenges specific to my project, but
| have since realized that its applicability extends well beyond the
confines of a single project.

Since | was on a different continent, my involvement in the project
was limited to online video conference calls and Google Docs.
The fact that | was not physically there to participate in the field-
work and support the students lowered their engagement level. In

"For example, the number of NGOs just working with the UNDP is currently an astonishing 58. See, http:/portal.undp.org.lb/ngo/ngoindex.cfm



the end, only one member student remained active in the project.
The impending collapse of my project forced me to seek out new
methodologies to create ownership in the users that mattered
most to the work | was doing. Synchronic design was born of my
attempt to respect the limitations of my distance while also creat-
ing a system of engagement to support the designer with whom

| was working. | begin to implement in Philadelphia the tools that
the designer in Lebanon had created, which gave a global bend
to this project and created opportunities for deep conversations
about the work that he was doing on the ground.

Synchronic Design: the Facilitator’s Role

Because synchronic design circles the ethics of globalization and
imperialism, it depends on a carefully demarcated line between
the facilitator, or the person who initiates social design projects,
and the designer, a cultural expert who pursues research on the
ground. The role of the facilitator in the synchronic design process
is to support the local designer by conducting the same research
but in a different context. The findings of the facilitator have little to
no relevance to the process of the local designer. Instead, it is the
“action” that provides support and creates a space to compare
data, exchange ideas, and readjust and fine-tune methodologies.

The role of the facilitator here was not to create a new tool or
impose an existing one, but rather to show the local designer trust
in his process and his judgment. By scaffolding the work of the
local designer by showing examples, providing him or her with

a framework and an environment that allows for mistakes and
failures to happen, the facilitator can encourage the local designer
to create design tools and methods that are specific to their con-
text, instead of borrowing from ready-made toolkits. The notion

of failure here is essential, similar to the prototyping phase of the
common design process. As Coughlan, Fulton-Suri, and Canales
(2007) argue, learning is achieved faster by prototyping and failing
early. It is after the “misstep” that both parties can debrief, assess,
and evaluate the learning experience.

Synchronic design establishes an alternative notion of time, where
there are no deadlines and no time constraints. What matters is that
these processes (both the facilitator’s and the designer’s) happen
simultaneously. In synchronic design, it’s this simultaneousness
that’s emphasized over rigid, top-down deadlines and timelines.
Danah Abdulla (2015) critiques ephemeral social design projects
that are on a deadline. In these projects, she notes, groups of
graduate students participate in community projects within the
framework of a semester-long course and leave once the course

or program is complete. Similarly, most design charettes or
crash-courses in Design Thinking last only for a couple days, during
which participants are expected to go quickly through the different
steps of the design process in order to get to an innovative, out-of-
the-box design concept. However, when the objective is to focus
on the learning and the transferring of skills and making sure that
participants are able to reuse these processes, or that communities
are able to implement and sustain the project after the designers
have left, it is important to steer away from deadlines. In synchronic
design, it is important that the local designer moves through the
different steps of the design process at their own pace, but what

is more important is that the facilitator follows that same pace and

does not rush it. This emphasis on pacing foregrounds the very role
of the facilitator himself: supporting the local designer by acting as
a resource, scaffolding his experience by mirroring his process, and
allow for mistakes.

Synchronic Design: the Designer’s Experience

When the facilitator mirrors the process and scaffolds the local
designer’s experience successfully, it can have a number of
advantages to the local designer and therefore successful social
design projects. Perhaps the most important corollary of syn-
chronic design is the designer’s engagement in a project that he
or she did not necessarily initiate. Mirroring processes injects new
energy into the project. Sharing examples, evaluating research
methodologies, and accommodating mistakes also show the local
designer that he or she is the context expert. Instead of trying to
apply one-size-fits-all design toolkits, he or she can assess which
tools and methodologies fit best with his or her particular context,
which may even lead to the invention of new tools.

Even though not being physically in the same place as the local
designer can be frustrating to the facilitator, it can have a positive
impact on the local designer. In my own research, for example, the
designer and | had established consistent communication despite
the seven-hour time difference, bouncing ideas off of each other.
However, we were not in touch during the interviews. When he
started talking to people, he realized that he could not carry on
with the activity, because the metal board he had brought with him
— where the magnetic cards would stick — wasn’t large enough
to sort the cards on. Usually, a facilitator and designer would find
ways around such obstacles together, or in our case he would
stop and wait for our next conference call to brainstorm solutions.
But he couldn’t do that this time; he would lose momentum with
his interviewees. Instead, he decided to hack his own tool, on the
spot, in order to carry on with the interviews: he took advantage of
the space he was in (a parking lot) and used the cars’ hoods as his
metal board. This was an important learning moment, because it
emphasizes on prototyping and adaptation of design tools.

Such processes show the local designer in the field that he is the
one leading the project rather than simply following a guidebook
or an experienced facilitator’s planned steps. This pushes the
local designer to have agency over the project and take ownership
of it, which commits him or her to moving the project forward
when the facilitator is out of the picture. In my case study, the
synchronic design method made the designer the owner of the
project and gave him the confidence to take steps unfamiliar to
him. Moreover, he was now eager to share his recent learnings
with other colleagues with whom he works, which was a step to-
wards building a network of responsible designers who can bring
about social change through the use of the design process.

Synchronic Design builds off of the principles of DIY culture, and
as Jonathan Lukens (2013) has argued, such DIY projects enable
individuals and small groups to “exert power on their own.” This
issue of power is particularly important here. As Synchronic Design
seeks to work against the pulls of imperialism, agency, voice, and
the ability of a particular community to represent and intervene on
its own terms become essential. Synchronic Design is not just a

2This four-year-old graduate program enrolls students from a variety of educational backgrounds and teaches them principles of design thinking and encourages them to apply these

principles to social design projects.
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tool but rather a rallying call for design educators to seek out new
methodologies to train designers and introduce human-centered
design research, methodologies that are as sensitive and conscious
of the history of imperialism as they are rigorous and thorough.

Conclusion

Synchronic design is still in its infancy and | haven’t fully explored it
yet, but its potential is vast. This method could be a way to reach
out to communities that are in need for social design but are
otherwise unreachable for various reasons like war, politics, travel,
technology, and surveillance. Developing countries, underprivileged
communities, refugee camps, rural areas, and war zones are usual-
ly the target for international NGOs and humanitarian organizations
for their work and are often critiqued for their imperialist approach-
es. Synchronic design could also be a way to remotely introduce
social design to conservative communities, where it is not regular
for men and women to interact even on a professional basis. What
I'm proposing here isn’t overhauling the ideals of humanitarian work
or social design initiatives. Rather | am suggesting the need for new
methodologies that recognize the history of colonialism on a global
level. Synchronic Design, like the humanitarian efforts that preced-
ed it, seeks to empower local communities and create positive
measurable change for global users.
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ABSTRACT

Issues of climate change and sustainability are pertinent issues.

In recent years, attention has shifted from forecasting and the
promotion of defined future oriented design thinking to the notion
of foresight and a vision of possible and potential approaches and
expectations. Though there are other sources of literature were
foresight is applied in the fields of policy domains and produc-
tion or research for business and government, the field of design
research, however, has developed at the same time to include a
focus on ‘design future’ that take design inquiry away from the
design of preferred futures only to discussion and explorations of
how to go about finding alternative futures. This paper analyses
ProtoHype, a project in a higher level education institution which
stands on the futures plain. It explores anticipation strategies
through the design foresight lens with the aim of sustainable
design solutions. This is achieved by bringing together interested
parties from all sectors to work collaboratively to enable sustaina-
ble development. The paper breaks down some of the anticipation
strategies used by the participants in the project to achieve said
goals. It is argued through this paper that Transposing students
from their traditional learning environments into different learning
contexts gives us the tools for foresighting and design thinking
towards futures thinking and futures oriented design. A case study
is given with step by step description through observation of one
of the student’s design for the project.

keywords

future studies, transposition, futures thinking

INTRODUCTION

Shaping design pedagogies for future studies through collabora-
tive ecologies in situated learning spaces is what we as a trans-
disciplinary group of Master’s students did on a design project
titled ProtoHype. The project aims at exploring and describing
alternate future solutions through casting light on sustainable
design through contextual knowing and transposition. We were
students from Oslo, Norway actively engaging in rural and urban
Kenya to seek methods, processes and solutions for the anticipat-
ed future. This future is the plausible and reachable future which
can be linked through what we call Design Foresight. We identify a
research gap where Design Foresight aims to link design studies
to future studies. Furthermore, we have identified challenging,

yet key theoretical concepts that we aim to argue for through this
papet, for instance linking anticipation strategies to future settings
over duration of space and time restrains through the enactments
(De Laat 2000) of future oriented design thinking to the concep-
tion of foresight and a vision of possible and potential approaches
and expectations.
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Studies from the work of De Laat (2000) advanced from the notion
of enacted futures within future studies to what is now regarded
as future oriented strategies through more recent work of Ahlgvist
& Rhisiart (2015). This shift and movement within the theoretical
framework and scaffolding of futures studies has created a space
for exploration and description that we target through this paper
and place Design Foresight in this futures space. We do so by
post project reflections, discussions and explorations of the Pro-
toHype project through key happenings of student within situated
learning spaces. We argue that these happenings facilitate the
ability to design for contextually relevant design solutions for po-
tential future societies by exploring alternate sustainable product
solutions through this making process. We back up this argument
throughout this paper by making use of the case study analysis of
this key happening through techniques which include contextual
photography, post project reflections and researcher’s observa-
tions. Furthermore, we support these discussions by reflecting
back on current literature focusing specifically on future studies.

This paper will introduce current state of literature and the research
gap within future studies, and continue to explore a case study
which embodies the process we followed as master’s design
students. Lastly, we conclude by discussing and contributing to
current literature debates on future studies and we illuminate the
role deign may play as a transformative catalysis for developmental
pedagogies and contextual knowing through Design Foresight.
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Aims

In recent years, research into design and futures has shifted atten-
tion from forecasting and the promotion of defined future oriented
design thinking to the notion of foresight and a vision of possible
and potential approaches and expectations. De Laat (2000)

for example is concerned with enactments of the future. Early
writings on design foresight highlight the dependence of desired
futures and anticipation strategies (Deuten & Rip 2000). In the field
of Futures Studies, this shift has placed attention on expecta-
tions (Van Lente 2000) that are posed in the future as a means to
shaping that future but also in order to relate it to the present and
to immediate and merging needs. Menéndez and Cabello (2000),
as is often the case, relate foresight to policy making and solution
determination, centering on a need to improve how policy makers
deal with uncertainty. In general, much of the focus on earlier
futures research has been framed around planning, strategy, sce-
narios and contexts of more predictive and deliberative outcomes.

Most recently foresight has emerged as a way to reach beyond
the immediate and near future and into possible and potential
ones. Foresight is now seen as a critical aspect of corporate and
innovation strategies (Dufva et al. 2015). Work by Gary and Gracht
(2015) looks at how foresight has been applied in policy domains
and production and how countries and professional futurists
collaborate to match future assumptions. Ahlqvist (2012) discuss-
es the forward looking changing contexts of foresight research for
business and government. The field of design research, however,
has developed at the same time to include a focus on ‘design
futures’ that take design inquiry away from the design of preferred
futures only to discussion and explorations of how to go about
finding alternative futures. The goal here is to investigate ways
design can play an active and transformational role in shaping
those futures.

Research Question

Therefore, the main research question of this paper is to ask: How
can design studies transform and shape alternate futures and be
a factor in Future Studies?

Methods

We describe the transposition of the ProtoHype project by analys-
ing a key project example through a singular case study methodol-
ogy. Case study methodologies lend itself to qualitative modes of
inquiry within design studies. Therefore, we will utilise and revisit a
mixed method of techniques that has proven to work for this meth-
od of inquiry, which comprises of post project reflections, contextu-
al photography, meta-mapping and observers’ reflections. This will
be used to shed light and answer the “How” research question that
has been posed in this paper (Yin 2003). This question will be an-
swered by reconsidering the ProtoHype project, and analysing key
themes that we elevate to the foreground of the discussions (Baxter
& Jack 2008) that best meet the paper’s proposition (Yin 2013). A
proposition is used to guide the qualitative study and therefore our
preposition states that Design Studies (Design as Usual: ‘DaU’) can
be introduced to a radical approach which we call Design Foresight,
and that through this approach Future Studies can be explored and
described by making links through socio-cultural Design Pedagogy:

Shaped by Masters design students. The unit of analysis is used
within qualitative research studies to assist us in proving this prop-
osition to be answered (Yin 2013; Baxter & Jack 2008). Therefore,
our unit of analysis is the facilitation of collaborative ecologies within
the ProtoHype project within situated learning spaces. A secondary
unit of analysis is to analyse the how these collaborative ecologies
shape alternate futures through contributions to long term sustain-
able options for local contexts and cultural settings. These units of
analysis would therefore be interpreted through preceding literature
discussions on transposition and collaboration with the purpose of
illuminating the transposition within contextual immersion as well

as the collaborative ecologies we have encountered as students.

It has to be underlined that transposition is not merely geographi-
cal; however, it consists of transfer of the world, lived experiences,
knowledge and ideas within a collective ecology of stakeholders.

Process

TRANSITIONING TO FUTURE STUDIES FROM DESIGN
STUDIES

Few connections have been made between Futures Studies and
Design Studies. This paper indicates how links may be made
through a design based pedagogy that is also shaped by collab-
oratively master’s level design students. We reflect on a specific
project into design futures called ProtoHype. We present our de-
scriptions and interpretations of participation and research when
bringing together various stakeholders in designing for sustainable
development, in and over time. Based in Kenya and Oslo, this
project was developed to involve students in situated learning in
the contexts of rural and urban Kenya. We argue throughout this
paper that the process we followed as students in this project is
necessary to deliver contextually relevant design solutions through
what we call ‘design foresight’ (DF).

We identify that without DF the problem of achieving a change, or
‘changing the change’ as opposed to the activities of what we call
‘designing as usual’ (DaU) will not be achieved without a radical
approach. This approach, founded in a socio-cultural pedago-

gy, comprising tools, contexts, culture and dialogue, stretches
and reaches for alternate futures by creating alternate solutions
through prototyping, sense making, within what we understand to
be collaborative ecologies of design making.

One key example of such collaborative ecologies is represented
in this case study. Under the ProtoHype project, students were
transposed from Oslo to both urban and rural Kenya. The idea
was to displace ProtoHypicals out of their usual learning envi-
ronments to try and jump start their thinking on sustainability in
different contexts, the diversity of culture and how it addresses
issues on sustainability etc. Already stated in its manifesto; The
ProtoHype project aims to provide quality education, to embed
sustainability into the design curriculum, accept diversity, and
encourage agency.

We take one such example of a ProtoHypical and going through
the ProtoHype design process in rural Kenya. Students were
taken round the local settlements and towns as a means of famil-
iarizing themselves with the environment, insight searching, data
gathering and inspiration searching. By experiencing first-hand,
the various lifestyles and practices of the locals, students could



be “influenced” in their thinking. Through observation, guided
tours, interviews and video cameras students asked questions

in interviews with people that they believe could help them better
understand the lifestyles and cultures in which the people of the
townships were accustomed to.

Case 1

One such student identified the rapid migration from locally
woven artefacts and containers to cheap imported plastic. She
identified the environmental hazards posed by these plastic
artefacts were not sustainable environmentally nor economic as
they were not strong enough to carry out the heavy duty jobs

in the particular context, neither were they repairable, nor was
there any proper local disposable methods for the products. She
identified how these products were not only an environmental
problem but it affected the local weaving culture thus affecting
the economic sustainability of some others.

Through interviewing local experts, she gathered some informa-
tion about the weaving culture of Kenya and narrowed it down to
the particular weaving culture of the context in which she was.
She then proceeded to interview other people from different
nationalities (Ghana, South Africa, Norway, China) about the
different weaving techniques/cultures of the various countries
juxtaposing it with the Kenyan weaving culture.

She proceeded to research other methods and processes of
weaving through more interviews with local experts, the inter-
net and maker space sessions before merging them with the
weaving culture of her country (China). She identified the shared
and differences between the contexts in the techniques used,
materials sourced, ideologies and styles and proceeded to find
the common ground between them.

Having settled on the process, she proceeded to make a tradi-
tional Chinese sandal with locally sourced weaving material, by
applying weaving techniques from the various countries. Though
finally settling using tissue paper to make a prototype of the
sandal, her anticipation of a dead weaving culture that would
render the setting dependent on unsustainable and non-envi-
ronmental friendly products, back casting through interviews
with local experts, collaborative maker sessions, prototyping and
design foresight, it is revealed that through prototyping within the
collaborative ecologies of ProtoHypicals in motion, indigenous
knowledge can be sustained for future design options.

Why ‘Protohypicals’ are Imperative as Transdisciplinary
Actors

This design making is characterised by being a ‘ProtoHypical’:
transdisciplinary actors and stakeholders with a variety of needs
and interests who meet to jointly explore and devise shared
alternative futures in which long term sustainable options and
processes might be perceived, planned and anticipated for local
contexts and cultural settings.

The concepts help us as master’s students and as parties to
wider research projects in design, climate change and sustain-
ability to think ahead of how to link anticipation strategies and
design foresight. We believe that through transposition Proto-

Hypicals can reach for alternate futures by shaping the long term
Sustainable options for local contexts and cultural settings. This
requires a vantage point to see into the possible and plausible
alternate futures. We have found that inclusivity of Transdiscipli-
nary actors may contribute to the contextual knowing with the
potential of actively creating movement towards alternate future
solutions. This movement is what links anticipation strategies
and DF. As students in the ProtoHype project, we have experi-
enced this movement and we acknowledge it for allowing us to
generate contextual knowledge through engaging with transdis-
ciplinary actors from respective geographical and socio-cultural
settings. This gave us as primary access to local and indigenous
knowledge through dialogue. As opposed to forward looking
and anticipating for future alternatives, these dialogues delved
into the ability to back cast into the past of cultures, contexts,
tools, and prototypes. The ability to back cast while moving
through DF is what we acknowledge as contributing to long term
Sustainable options. This rear-view mirror approach to design
practice within the situated learning spaces nurtured the ability
for us as students to reignite traditional prototyping tools, such
as indigenous material selections, manufacturing techniques
and the cultural settings of prototypes over time. Revisit the
case study presented in this paper to identify a Master stu-
dent’s movement from Oslo, Norway to rural Kenya to discover
traditional Chinese footwear through prototyping with locally
sourced weaving material, by applying weaving techniques from
Ghana, South Africa, Kenya, Norway and China. These weaving
techniques were shared through dialogue from ProtoHypicals of
the mentioned countries, which further emphasise our belief that
through transposition ProtoHypicals can shape the long term
Sustainable options for local contexts and cultural settings. Ad-
ditionally, this case study reveals that through prototyping within
the collaborative ecologies of ProtoHypicals in motion, indige-
nous knowledge can be sustained for future design options.

In addition, ProtoHypicals who practice design making will
connect ways foresight, as a mode of design inquiry, may be
better linked spatially across timeframes and timescales and to
processes of engagement with and by communities, along with
the importance of contextual knowing and developmental peda-
gogies of transformation in design.

Discussion & Results

In reconsidering the ProtoHype project we examined the use-
fulness of the concept foresight, touched on futures thinking
through anticipation strategies and to better support this action-
able and change-in-the-future potential, we propose the concept
of transposition. We believe that through transposition, Proto-
Hypicals can reach for alternate futures by shaping the long term
sustainable options for local contexts and cultural settings. This
requires a vantage point to see into the possible and plausible
alternate futures and transposition is that platform. The concepts
help us as master’s students and as parties to wider research
projects in design, climate change and sustainability to think
ahead to how link anticipation strategies and design foresight.
The ability to design locally and think globally, being Design as
Usual (Dal) is challenged through long term sustainable options,
due to the risk of solutions being local successes and global
disasters. Hence we are continuing the discussion and narrative
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on design foresight by asking: in which ways projects like Proto-
Hype equips designers to not only win local “wars” but have an
impact on a global scale, either spatially or instantly?

In summary, this is a radical approach to sustainability, as
opposed to an incremental view on innovation that does not
challenge core values and positions and leads to more predict-
able outcomes. This may repeat existing patterns but involve the
transposition of design foresight added with anticipation strategies
and you ensure contextually relevant solutions are developed.
These solutions may be partial and prospective, and they may
also be possible and filled with potential.
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ABSTRACT

The diverse population makeup of Jordan and the reputation of its
capital, Amman, as a refuge city is a reflection of the Arab region’s
turbulent history, making it an interesting setting in which to study
design. More specifically, Amman’s contested identities provide a
unique site for exploring a more participatory approach to design
pedagogy. However, current design curricula are out dated and
centred on extremely specialised, technical skills training to
produce‘industry-ready’ graduates, leaving students with little
room to develop critical skills, engage in critical practice or venture
beyond their specialisation. Furthermore, it is disconnected from
its context and milieu (places, people, environments and institu-
tions that individuals encounter that shape daily life and inform
their worldview). How can design education engage students

with social, political and economic issues relevant to their daily
challenges and encourage them to become active citizens in such
an environment? In this paper, | describe the methodology and
preliminary findings of on going PhD research investigating how
design education in Amman can be more locally centred. This re-
search considers three questions: 1. What philosophies, theories,
practices, models of curriculum and pedagogy are appropriate
references for design education curricula in Jordan to be more
locally centred? 2. What shifts in design perception does this
require and create? 3. Could the development of a more locally
centred design education curriculum help advance the status of
design as a discipline in Jordan, engage the public and help Jor-
danian designers contribute to the larger international discourse?

Keywords

Jordan, design education, design

INTRODUCTION

Reports and studies on education from various organisations and
Jordanian scholars paint a bleak picture of the higher education
system both in Jordan and regionally, presenting an extensive list
of issues and challenges. Furthermore, since the 1990s, higher
education in the Arab region has become extensively priva-

tised. The market-driven privatisation of higher education — very
pronounced in Jordan — has replaced principles such as ethics,
community responsibility and citizenship building with “individual
interest and economic rationality,” raising questions about the role
of the institution “in the production of an educated citizenry capa-
ble — developmentally, technically, and ethically — of serving local,
regional, and global needs” (Herrera, 2006, p.418).

While globally design and design education are undergoing
transformations due in part to the blurring boundaries of the
design disciplines and the introduction of new and more critical
social practices, design in the Arab world continues to focus on
the traditional disciplines rather than integrating emerging design
disciplines (Sanders and Stappers, 2008). What’s more, the priva-
tisation of education has led to an increase in design programmes
being offered at the undergraduate level. Design however is con-
sidered a profit-making discipline for universities: low on the pres-
tige hierarchy and able to absorb financially-able students with
poor GPAs due to its un-competitive entry requirements, resulting
in many students entering design with little to no understanding of
what it is. This paper presents the methods utilised in conducting
my PhD research and preliminary findings.

The Local

The local in this definition is not the development of a national
identity or as an emphasis on difference such as East/West or
modern/non-modern, it is an understanding of place, context, and
milieu rather than being exclusive in a geographic sense. It is the
relevance that design has on the lives of the audience.

Banking Model and Curricula

The findings on pedagogy in Jordan from reports and studies
can best be described by Paulo Freire’s (2000[1970]) banking
model where the educator deposits information and narration
into the student. The content of this narration is “detached from
reality, disconnected from the totality that engendered them and
could give them significance” (ibid p.71). The student is instructed
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to record, memorise and repeat without understanding the true
significance of what they are asked to learn. It becomes me-
chanical, turning students into what Freire calls “containers,’ ...
‘receptacles’ to be ‘filled by the teachers,” and limiting their scope
of action to “receiving, filing, and storing the deposits” (ibid p.72).

Furthermore, curricula fall under the product/transmission model
which revolves around setting objectives and targets, developing
a plan, applying that plan, measuring the outcomes (products),
and the transmission of subjects where students are told what
they must learn and how they are going to learn it (Kelly, 2004).
This model is usually an elaborate outline with documents for

the teacher and the student and what Grundy (1987, p.31) calls a
“teacher-proof curriculum document” which provides the teacher
with step-by- step directions on teaching and testing.

An audit of course lists and study plans of Jordanian design
programmes that | conducted illustrated a large number of skill-
based courses where the student is rewarded for his/her technical
expertise and aesthetic competencies — and the success of the
professor’s work is evaluated by how the result “conforms to the
specifications of the syllabus” (ibid p.62).

This model is inadequate as it promotes a curriculum that renders
education as transmission and instrumental as opposed to devel-
opmental by focusing on changing and moulding behaviours to
meet specific ends.

Furthermore, recent reforms are concentrated onto a planning by
targets approach which places the emphasise quantity rather than
quality. It narrows education to a behavioural, instrumental, and
linear activity that leads to a loss of freedom for both the students
and the educators.

Participative Worldview

The nature of education in Jordan, and ideas that inform my
practice, are the reasons why this research is grounded in ideas
of participation and collaboration. It draws on co-operative inquiry
and participatory action research in particular.

Co-operative inquiry is rooted in the idea that persons are self-de-
termining, and they are the authors of their own actions. It is about
involving people to contribute in the entire process as co-sub-
jects and co-researchers (ibid ). Full reciprocity is the ideal in this
method, but not all those involved will contribute in the same way.
Co-operative inquiry groups will “struggle with the problems of
inclusion, influence and intimacy,” leading to people taking on
different roles where the quality and quantity of their contributions
will also be different (ibid p.264). The manner in which the group
is able to manage the differences that may arise will determine the
quality of the work.

PAR is influenced by Paulo Freire’s (2000[1970]) ideas of critical
pedagogy. PAR is concerned with power and powerlessness, and
its main task is to empower people to use their knowledge and ex-
perience to confront this power (Fals-Borda and Rahman, 1991).
PAR has two aims: “...to produce knowledge and action directly
useful to a group of people...” (Reason, 1998, p.269), through
empowering the people to raise consciousness — “a process

of self awareness through collective self-inquiry and reflection”

(Fals-Borda and Rahman, 1991, p.16). It seeks to create an alter-
native system of knowledge production based entirely on the role
of the people in the entire research process and building collabo-
ration and dialogue that seek to empower, and develop a sense of
solidarity amongst the community (Tandon, 1989; Reason, 1998).

Methodology and Samples

Five Phases of Organising Processes of Joint Inquiry
(see figure 1)

The methodology draws on John Dewey’s (1938) concept of in-
quiry — summarised generally by Steen (2013, p.20) “as a process
that starts from a problematic situation, and that moves- by pro-
ductively combining doing and thinking — to a resolution.” Dewey’s
concept of inquiry is pertinent to PAR and co-operative inquiry with
themes such as knowledge as instrumental, empowerment through
reflection on practice and experience, communication and cooper-
ation, a desire to improve one’s situation, and exploring alternative
futures, all being aspects found in the participative worldview. For
Dewey (1938), organising processes of inquiry are produced jointly
where “the aim is not to develop universal knowledge that repre-
sents some external reality, but to bring people together so that
they can jointly explore, try out, learn, and bring about change in a
desired direction” (Steen, 2013, p.20).

FIVE PHASES OF ORGANISING
PROCESSES OF JOINT INQUIRY

Based on Steen (2013) pp. 21-24 and Dewey (1938) pp. 101-119

THE INDETERMINATE SITUATION
Research Phase: Interviews and Focus Groups
« Specific situation is problematic but the problematic is not known yet

« Inquiry process begins with personal and subjective experiences

INSTITUTION OF A PROBLEM

Research Phase: Data Analysis - questions formulated for charrette

« Provisional problem definition is formulated

+ Definition can be restated and refined throughout the process

+ Wording and articulation of the problem is crucial as it decides which suggestions
are considered and which ones are dismissed

« Process requires interaction amongst participants who share their experiences, and
empathise and draw on each other’s experiences to explore and define the problem.

PERCEIVING THE PROBLEM AND CONSIDERING POSSIBLE SOLUTIONS

Research Phase: Charrettes - the starting point

« The problem and possible solutions are explored simultaneously

« Process of further exploring and defining the problem through perceptions (what
is — looking back), and solutions are examined and developed via conception (what
could be - looking forward).

« These processes should be combined, as finding the precise problem can lead to
more concrete solutions, and exploring different/more solutions helps perceive the
situation differently or precisely

REASONING
Research Phase: Charrettes -idea clustering and discussion
« Careful evaluation of the defined problem and different suggestions for solutions

« Participants discuss the scope and boundaries of the project, and critically
discuss the means and ends and the relationship between these

THE OPERATIONAL CHARACTER OF FACTS-MEANINGS
Research Phase: Analysis and beyond the thesis

« Bringing new facts and ideas to light

« Prototyping and testing the proposed solutions

« Phase may generate conflicts between the stakeholders/actors. Recognising these
conflicts and coping with them is necessary for shared understanding of next steps
and how they can cooperate in order to generate practical solutions

Figure 1. Five Phases of Organising Processes of Joint Inquiry



Data Collection

Data was collected in Amman, Jordan using interviews, focus
groups, and design charrettes. The participants chosen were de-
fined as key players throughout the project, who are essential to it,
and who will have an effect on and/or be affected by the project.
The choice of participants, falling under democratic co-design
processes, meant equal representation amongst positive and
negative voices.

Interviews

A total of 25 interviews were conducted with design educators
and designers in Jordan. The interviews played two roles: to final-
ise the list of participants for the charrette, and to gain an under-
standing of design and design education from these participants
to develop the questions for the charrette.

The semi-structured and open-ended interviews elicited views
and opinions from participants on education, design, and design
education. While many participants shared similar views, there
were others that provided differing viewpoints leading to interest-
ing discussions. It is important to acknowledge my own bias in
exploring a locally-centric curricula and to keep in mind that some
participants may be against disrupting the status quo.

Focus Groups

Focus groups were conducted with students only, which entailed
a different recruitment strategy. The most successful method of
recruitment was to be invited as part of a jury or to give a talk by
educators | interviewed. In total, | conducted three focus groups
with 15 participants from three universities.

Charrettes

To develop questions for the charrette, | developed a code book
which served as a guide for the transcription. The main issues and
statements discussed in over 200 codes were developed into 19
questions served as the starting point for the charrette.

Activities were developed based on ideas from the KJ Technique to
develop the charrette activities. Charrette participants were provid-
ed with a brief for the workshop one week prior. With the questions
pinned to the wall, participants were split up into two groups and
were given allocated time to complete five activities in six hours.

Results, Findings and Conclusion

As the data from all three methods has yet to be fully analysed, |
will conclude by briefly discussing the results and findings from
the interviews and focus groups. The analysis revealed multiple
issues, challenges and concerns related to design and design
education in Jordan (what is) while also presenting suggestions on
moving forward.

Discussions were passionate and participants were eager to share
their ideas and interest in thinking of the future of design and
design education.

Whereas the focus groups and interviews brought forward ideas
on possible steps to transform design education, they were more
individual and based on one person’s opinion, through the char-
rettes, the process aimed to be entirely collaborative and would
likely produce different results on possible solutions and next
steps (what could be).

Several issues were identified by all samples of participants

and others were also mentioned in the literature on education in
general. The problems identified were long-term in nature: some
were within design and design education in general, while others
were related to education in Jordan and the culture overall. It is
difficult to tell what types of results will arise from a collaborative
form such as the charrettes, but it is clear from the initial results
that all participants acknowledge there is a lot of work to be done.
Through doing and thinking in the charrettes, the design commu-
nity in Jordan will have the opportunity to develop the future- vi-
sion of design and design education together.
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ABSTRACT

It is expected that by 2035 over one billion people will be living
and working as digital nomads. Moser (2014) considers “Architec-
ture 3.0” as a new disruptive economic model for the architectural
professions made possible through digital technologies. Today’s
architects and interior designers need to be entrepreneurial,
resourceful, innovative and resilient with the ability to simultane-
ously access various mobile technologies and use multimedia in
non-linear ways. We therefore question: How do we prepare our
students for careers in hyper-connected globalised economies?

Web 3.0 enables a space in which the machine forms part of the
meaning making process. In “learning 3.0, learning occurs in-
creasingly between people and their hyper-connected devices. In
a “limitless symbiotic relationship between human and machine”
(Wheeler 2012) our mobile devices are able to connect data, appli-
cations and people though cloud computing, and therefore as we
learn from our devices so too do our devices learn from us.

Using a literature review and a comparison of learner attributes,
the findings are discussed and presented as catalysts for alterna-
tive approaches to design curricula. In keeping with principles of
rhyzomatic learning, flexible responses are sought to the chal-
lenges of student protests regarding the cost of education and the
relevance of westernised curricula. Flexible models of information
exchange mean that students need to be taught how to learn

and curate their digital learning environments with the lecturer as
facilitator and mentor.

Keywords
Learning 3.0, Rhizomatic, 21st Century skills

INTRODUCTION

It is expected that by 2035 over one billion people will be living
and working as digital nomads (2Geeks1City 2016). In this paper
we consider this statement and question if the traditional design
studio is no longer relevant, how do we prepare our students for
careers in hyper-connected globalised economies? Based in a
University of Technology in South Africa, faced with the reality of
student protests regarding the cost of education and the rele-
vance of historically westernised curricula, the implementation of
a new curriculum for the Architectural Technology and Interior De-
sign programmes offered the authors the opportunity to critically
consider this question.

Architecture 3.0

Architecture as a profession emerged from a need to design build-
ings and historically architects were trained through apprentice-
ship. In the twentieth century this craft evolved into a profession,
and closely aligned, the interior design profession followed suit.
Governed by professional bodies as gatekeepers with codes of
conduct, standards and educational requirements creating closed
doors into a profession made accessible only through compe-
tency exams and membership fees. Practice and training for this
practice was outcome based, centred around how to complete
design and construction documents geared to deliver buildings
and their interiors to those who could afford them as efficiently
and profitably as possible. In the twenty first century due to the
impact of digital technology, globalisation and concern for sustain-
ability the traditional architectural studio is no longer relevant.

According to a report commissioned by the Royal Institute of Brit-
ish Architects it is expected that by 2025 this profession will have
completely changed in response to the needs of globalised digital
economies (Jamieson 2011). In future, it is anticipated that global
multi-disciplinary consultancies will play a larger role in response
to growth in emerging markets. Multinational teams that are able
to deliver at a fast pace and low cost will increasingly carry out the
work previously done by small to medium sized architectural prac-
tices. Developers will need to be able to generate, fund, realize
and manage projects with little risk to the client. Due to accelerat-
ed time frames and risk aversion, sub-contractors offering highly
specialized services will take on more of the specialist design and
detailing within buildings thus absorbing some of the traditional
roles and responsibilities of the architect. Multi disciplinary crea-
tive agencies offering problem solving services will be employed



as consultants working collaboratively as part of larger teams on
projects. These trends are already evident therefore it is envis-
aged that the role of the architect will evolve to suit these needs
(Jamieson 2011).

Moser (2014) considers a new disruptive economic model for the
architectural profession. “Architecture 3.0” was born out of ne-
cessity in a post 2008 economic climate and was made possible
though digital technologies. In this model, fewer architects are
registering with governing bodies and choosing instead to prac-
tice in alternative, more open and creative environments. Contrary
to limiting their scope of work to designing solutions for buildings,
architects are now “designing for solutions” which could apply to a
wide variety of complex problems. This work is leveraged by col-
laboration and networking and facilitated by digital technologies.
Trained to have a deep understanding of the tools of design, when
applied to a broader context, the architect is able to maintain
relevance in this millennium.

Rhyzomatic Learning

Literature consulted identifies trends and student attributes in re-
sponse to technologically mediated globalised economies. Cormi-
er (2010) considers that students learn in technologically mediated
networks that are open and constantly growing. The metaphor of
the rhizome is used to describe this model in which “the commu-
nity is the curriculum” and learning occurs through sharing. This
learning is also referred to as “learning 3.0” and occurs between
people but also increasingly between people and their hyper-con-
nected devices in a “limitless symbiotic relationship between
human and machine” (Wheeler 2012). Our mobile devices are able
to connect data, applications and people though cloud computing
therefore as we learn from our devices so too do our devices learn
from us. Web 3.0 enables a space in which the machine forms
part of the meaning making process (Cronje 2016a).

According to Deleuze and Guattari (1987) the rhizome is a non-hi-
erarchical system with the following characteristics:

e Connectivity: any point on the rhizome can be connected to
any other.

e Heterogeneity: the rhizome is made up of diverse parts.

e Multiplicity: refers to the number of components that make
up the system, when the multiple is effectively treated as “a sub-
stantive multiplicity” it ceases to have any relation to the “One”.

* A-signifying rupture: a rhizome may be broken, yet it will start
to grow again at another point and form a new line.

e Cartography: the rhizome’s unbound ever-growing structure
is best represented as a map that can spread outwards.

® Decalcomania: a rhizome is not governed by a structural or
generative model (there is no pattern) and as such it is a
"map and not a tracing".

The six properties of the rhizome as described by Deleuze and
Guattari (1987) underpin Learning 3.0 in which endless connec-
tions between diverse learners are possible in open heterogene-
ous networks. The learner can access the network at any point

and breakaway groups can be formed. The community of learners
is thus self-organising and flexible. The learner navigates this
network along self directed and individual pathways and learning
occurs in the process without predicting the outcomes in advance
(Mackness, Bell & Funes 2015, Cronje 2016 a).

21st Century Skills in Higher Education

Globally, academics are considering the curriculum and how to
best respond to the fast paced changing needs of the 21st cen-
tury. In design education, Vrontikis (2013) refers to designers as
having to be entrepreneurs conversant with new models of fund-
ing such as crowd sourcing. Designers need to be resourceful,
innovative, resilient and engaged in communities. In a world where
the computer screen is considered too limiting, designers are
expected to switch effortlessly between numerous mobile tech-
nologies using multimedia in non-linear ways. Students as well as
professionals are becoming increasingly nomadic, selecting what
is of use to them from particular courses or places of employment
and then moving on to customise their particular skill sets.

In a technologically mediated context learning is no longer linked
to a to specific text, place or time (Hedberg and Stevenson 2014).
Students explore new ways of accessing and generating con-
stantly changing content through multimodal forms of representa-
tion. If technology is viewed as a “mediator of pedagogy” it is
possible to keep the curriculum current, and constantly evolving.
Hedberg and Stevenson (2014) recommend incorporating “flexi-
bility, experience, generativity, and openness” in the curriculum to
ensure relevance into the new millennium.

Creating “Virtual Collaborative Learning environments” which en-
gage students, encourage participation and a sense of ownership
of the learning networks in open access platforms could be a way
of responding to the challenges of preparing students to enter
digitally mediated working environments (Quinton and Allen 2014).
Quinton and Allen recommend using open access platforms
rather than traditional learner management systems as they have
identified that learner management systems can be restrictive
and possibly result in “online versions of traditional instructional
design”. Having to select suitable media and applications could
also empower lecturers and students to engage more meaningful-
ly and take ownership of the interactions.

Various authors list 21st century skills facilitated by using the Inter-
net and digital applications, some of these are listed in the table
included below and would need to be considered when designing
the curriculum.

145

Education - Short Paper



146

CUMULUS HONG KONG 2016

Designers as Peddlers

Designers are becoming entrepreneurs and need to be able to handle the entire process from con-
cept, crowd source funding, prototyping and marketing.

Designers as Do-gooders

Designers are getting peer recognition through work in communities by mentoring and doing pro-
bono work as apposed to entering design awards.

Designers as Swiss army knives | Designers need to have “media ambidexterity”, the computer screen is considered limiting and

students now work across media in a non-linear way. “Toggling between media as required and
unbound by fear of failure”.

Designers as Storytellers

In order to find more engaging ways of interacting with clients the narrative surrounding the de-
signed artefact becomes important.

Designers as Nomads

Designers need agility to adapt to economical and environmental shifts.
Students often attend three schools not necessarily finishing courses but taking the skills they need
from different programmes.

Designers embrace career mobility, taking what they need and then moving on, staff rarely staying
longer than 3 years.

Table 1: Trends and skills requirements for designers (Vrontikis 2013).

Table 2: 21st century skills and cognitive processes (Bower et al 2010).




As global economies shift towards alternative economic models,
emphasis is also shifting from artifacts to strategies, services and
systems. Design education in turn needs to respond to this in
order to better equip students with the skills needed to navigate
these environments, such as the ability to work as part of part of
cross, multi and trans-disciplinary teams facilitated by networks
(Green 2014, Brass and Mazzarella 2015). The implementation of
a new design curriculum in universities in the United Kingdom in
2014 was characterised by:

® Emphasis on products that solve real problems.

e Considering the needs, wants and values of users in
student’s tasks.

® The development of a broad range of subject knowledge,
drawing on disciplines such as mathematics, science, engi-
neering, computing and art.

¢ Teaching the ability to take calculated risks, becoming
resourceful, innovative, enterprising and capable citizens.

e Gaining the skills needed to engage in an iterative process
of designing and making, using techniques such as bio-
mimicry and user-centred design to develop unique creative
ideas (Green 2014).

The roles of the student and lecturer have thus also changed. In

a world where there is limitless access to content, curatorship of
this content is an important skill that should be taken into account
in the 21st Century curriculum. Students are responsible to curate
their own “personal learning environments” (Cronje 2016b) and
are encouraged to be aware of their own thinking while lectur-

ers need to monitor the student’s journeys, analyse the learning
processes and provide feedback to the students and in so doing,
facilitate the learning. The lecturer is therefore as active as the
students (Quinton and Allen 2014) in a symbiotic relationship;
Marshall (2014) likens this relationship with the Maori concept of
‘Ako’ meaning the “entwined synergistic experience of learning
based on mutual respect and awareness of each others needs”.
In our South African context this could also be described by the
idea of “Ubuntu” which stems from African Philosophy and can be
translated as “l am because you are”.

Conclusion

Leading on from the rhizome, the concept of the nomad is in-
troduced by Deleuze and Guattari (1987) and is expanded on by
Braidotti (2011). Nomadic theory embodies mobility of thought and
is applicable to the constant change synonymous with the third
millennium. In nomadic theory processes are more appropriate
than concepts. Processes embody mobility and an affirmative
transformative potential. The notion of “becoming” embodies this
potential, and can be described as the path between points and
represented by maps or cartographies (Deleuze and Guattari
1987). By mapping the 21st century graduate attributes from
literature as catalysts for new flexible approaches to our design
curricula alongside the expectations of professional bodies
governing our architectural and interior design professions, we
do not view these as being in opposition. We propose an open
access, blended model of instruction that relies on a network of

highly skilled lecturers, industry specialists, tutors and mentors to
support students.

The challenges faced in our particular context with students
coming from very diverse cultural backgrounds, often with very
limited resources could be mitigated with rhyzomatic learning.

As demands for free education increase, alternative economic
models for tertiary education are required. If learning is not limited
to text, place or time, students could be able to work to generate
income in order to progress their education incrementally.

Rhyzomatic learning in open and unlimited networks offers op-
portunity for multiple multi-layered experiences, which embrace
cultural diversity amongst students and lecturers emphasizing
inclusivity and the democratisation of design education in South
Africa. In a virtual space economic standing and cultural differ-
ence are less pronounced and the learning space could be seen
as being a more democratic space where experimentation and
creativity can be explored.
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ABSTRACT

‘Sockhorn’ is a simple device that helps the elderly put on

their socks independently. It is a simple solution and has gone
through a detailed open design process with the participation of
older users.

Open Design is a method of collaborating with different par-
ticipants during the design process. Since 2013, the Design

for Social Innovation and Sustainability (DESIS) Lab of Hong
Kong Design Institute (HKDI) has organised different workshops
and forums on open design and has encouraged students to
work with this new methodology. The Sockhorn is a result of
these activities. It was designed by Cyril Lee, a Higher Diploma
student in Product Design of the Department of Product and
Interior Design at HKDI. Cyril created the concept with a group
of design students and older individuals.

With the belief that ‘design capability is a human capability’,
these design workshops had users and designers collaborative-
ly work together to create better products.

During these design workshops, Cyril discussed with various
older teammates to identify daily problems they face, many of
which, through trivial, a young design student is not aware of.
Problem after problem was explored and ideas were generated.
The older teammates were involved in every detail, from re-
search and development to prototype testing. As the workshop
mentor, Dr Patricia Moore stated that ‘Current designers design
“for” people and not “with” people’. Inclusivity should not only
describe design, but should also have a major role in the design
process. The design ‘with’ people approach led to the birth of
the ‘sockhorn’.

keywords
elderly, empathy, collaborative design

INTRODUCTION

Open design is a design method of collaborating with different
participants during the design process. Starting from 2013,
DESIS Lab of the Hong Kong Design institute organized different
workshop and conference on open design and encouraging
their students working with this new methodology. Sockhorn
was the result of this activities designed by Cyril Lee, a student
from the Higher Diploma in Product Design, Department of
Product and Interior Design, Hong Kong Design Institute (HKDI).
He joined the design workshop “What the Health?” organized
by the DESIS lab, HKDI. Cyril created the concept of “Sock-
horn” with a group of design students and elderly. Mentored

by Dr. Patricia Moor in the workshop, product design students
were invited to prototype new medical equipment to be used in
everyday life. Within the workshop, participants included design
students, senior citizens, professional occupation therapists and
staff members of Culture Homes (a NGO with senior citizens as
staff). They all participated in the design jamming sessions to
generate new ideas on design for future ageing populations 2.
The workshop was part of the “Open Design in Action” series in
discussing the way to approach a complex design context such
as design for healthcare, residential communities, politics, work,
homelessness etc.

Open Design is closely related to how openness is approached
in participatory design, which was introduced in the 1970s. Us-
ers and designers would collaboratively work together to create
better products.

“Design capability is a human capability”, stated by Professor
Ezio Manzini in the Open Design Forum in HKDI. There are three
very human gifts which everybody can do “1) to be critical, 2)
to be creative and 3) to use our practical sense to understand”
also stated by Manzini. Professor Fumikazu Masuda also stated
in the some event “Everybody can design ...... We do not need
to be special to create something special” it is sure that there
are valuable benefits if other stake holders involved in the design
progress. In executing this design method, Lorraine Gamman,
founder of the “Design Against Crime Research Centre” organ-
ized design studies involving all shake holders in the process.
“Not just victims of crime, but all the actors involved — including
criminals, the police, local authorities and everyone.”

During the open design workshop, Cyril discussed with various

elderly teammates in seeking for daily problem they faced. There
are very little tidely problems that the elderly face where a young
design student will never aware of. Exploration of problems after
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problems, ideas generated one after others. The elderly team-
mates involved in every details on research to development to
prototype testing. As the workshop mentor Dr. Patricia Moore
stated “Current Designers designed “For” people and not “with”
people” 1, inclusive should not only describe design , but also
take major role in the design process. The design “with” people
approach led to the birth of “Sockhorn”.

Elderly often face the difficulty of putting on socks. Most of them
suffer from arthritis, bending down in putting on socks is not an
easy task. With “Sockhorn”, socks can be molded on one end
of the device, user hold the handle on the other side without
bending down. The 600mm long handle can be easily controlled
and put on socks without any problem. “Sockhorn” was tested
with different structure and material. With low cost and easy to
use concern, it was finally made with folded plastic polypoperine
sheet. This creative solution is a fruitful result of Open Design
methodology which designer design “with people”.
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ABSTRACT

Graphic design education in Higher Education may be con-
sidered to be vocational and focused on teaching a highly
technical, particularly digital skill-based curriculum. In a highly
competitive HE environment where there are many courses of-
fering an industry focus and attractive employability prospects,
graphic design pedagogy has to look for something different to
deliver to students that will make them standout from the crowd.
The aim of this project was to develop student intercultural
competencies using critical approaches to global consumerism
through a cultural learning experience in Africa, a continent
where the inequalities of global capitalism are most acute. Using
student interviews this film provides evidence of the student per-
spective and analyses how graphic design students participated
and negotiated the implementation of local live projects.

A class of 3rd Year BDes Graphic Design students from Edin-
burgh Napier University were invited to work on two briefs for
NGO projects in Mozambique, both aimed to socially, econom-
ically and culturally invigorate the community around Mossuril,
a poor coastal town. In June 2014 five students were chosen by
portfolio selection to travel to rural Mozambique to work along-
side local students and in the process they developed shared
working practices to create branding materials and publicity.

In a post-colonial context cultural naiveties can be challenged
and an appreciation of the historical and economic impact of
global consumerism can be engendered. Global citizenship
can be fostered through live projects that offer highly motivated
learning and sharing of ideas and practices with people from
different cultures.

Keywords

intercultural competencies, graphic design, student mobility

Five go to Mozambique

A film of how design students develop intercultural competencies
for professional practice and global citizenship.
(20mins duration)

INTRODUCTION

Graphic design education in Higher Education may be considered
to be vocational and focused on teaching a highly technical, par-
ticularly digital skill-based curriculum. In a highly competitive HE
environment where there are many courses offering an industry
focus and attractive employability prospects, graphic design ped-
agogy has to look for something different to deliver to students
that will make them standout from the crowd.

The aim of this project was to develop student intercultural
competencies using critical approaches to global consumerism
through a cultural learning experience in Africa, a continent where
the inequalities of global capitalism are most acute. Using student
interviews this film analyses how graphic design students partic-
ipated and negotiated the implementation of local live projects in
Mozambique.

In June 2014 five students from a UK university travelled to rural
Mozambique to work alongside local students and in the process
developed shared working practices to create branding materials
and publicity for local NGO projects run by Breaking the Ice and
the Teran Foundation. We were invited to work on two briefs,
both aimed to socially, economically and culturally invigorate the
community around Mossuril, a poor coastal town in northern
Mozambique. One was to design soap packaging and publicity
material for a women’s co-operative called SHINE, and their other
supporting initiative, a new annual film festival called LIFE.

Context

Within the field of graphic design many contemporary designers
and educators seek to challenge global corporate homogenization
and the exploitation of developing countries (Rawsthorn 2013;
Poynor 1999; McCoy 1994). The ‘First Things First 2000’ manifes-
to re-booted the Humanist and socially conscious perspective that
was originally set out by Ken Garland’s ‘First Things First’ manifes-
to (1964), arguing that Design was not a neutral process, but one
that should be more critical and challenging of consumerism.
Mendoza and Matyok (2013) argue within the field of education
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that design is a transformative and social engaged practice offer-
ing an important platform for student internationalisation. Although
there is a growing body of academic literature on the internation-
alisation of higher education, there is still a lack of research on the
students’ perspective (Brooks and Waters 2011).

Methodology

Using the leverage of the University’s strategic plan to encourage
student mobility, employability and an enhancing learning experi-
ence, the course leader made applications for School and Faculty
financial support. Applications were invited from a class of 3rd
Year BDes Graphic Design students for four available funded plac-
es. The students were then selected on the strength of their work
and their personal statements. The project was set as a cred-
it-bearing module, formalising it into their assessed programme of
study. In preparation for the cultural and environmental differences
students were introduced to life in Mozambique through a seminar
from a Mozambican academic, a video link conversation with Lisa
de Teran (who runs the Teran Foundation from her home in Mos-
suril) and by reading her book, Mozambique Mysteries (2007).

The film was made within a documentary tradition recording the
design process in the field, and with in-depth interviews follow-
ing a structured questionnaire immediately before the students’
departure from the UK, and a week after their return from Mo-
zambique. During their time abroad the students kept reflective
learning logs, and all were encouraged to post on the project’s
online blog.

Figure 1. UK and Mozambique students working on mural.

Critical Approaches to Global Consumerism

In the context of their studies they were looking forward to
‘re-evaluating what design could be’, working with craft materials
and witnessing the impact of their work in action in the community
(see figure 1). Their learning would be given a new dimension,
perspective and way of looking at materials and communication
where digital technology and first world resources were less
easily accessed. A degree of economic poverty was expected,

if only informed by Western media, but none (lecturers included)
were prepared for the far more complex overlap of technologies,
cultures, commercial and political relationships that Mozambique
shares with the outside world.

Returning from Mozambique there was a lot to absorb and reflect
on: ‘I'm still processing it, there’s a lot going on in my mind’ (Stu-
dent E). Possessions and the value of family were re-evaluated.

The students’ awareness of their material wealth problematically
juxtaposes their superiority when compared to the Mozambicans
(Raymond and Hall 2008). Previous studies of volunteer tourism
have found that their ‘act of giving relieves (the) guilt of being in a
superior position, but does not in any way change the system of
privileges available to (volunteer) and not available to the aid-re-
cipients’ (Sin 2009: 495). In order to counter such dichotomies, a
deeper cultural understanding of the host aid-recipient is essen-
tial. This project fostered collaboration and an exchange of skills
and knowledge; it had recipients on both sides. At the same time
the UK students were witness to the social reality of economic in-
equality and hardship, particularly amongst younger children (see
figure 2). An invaluable political and social historical context was
provided by the participation of Lisa de Teran (2007), which was
essential in cementing the value of the intercultural experience for
all the students, UK and Mozambican.

Conclusion

The film contributes to a widely used practice of using documen-
tary video to record and evaluate research projects in pedagogic
and other fields. For academics in design practice and design
pedagogy the film illustrates several wider contextual issues.

We presented new paradigms of design that could respond to the
rapidly changing world, although as we found also a world that
retained old traditions and cultures. While the focus of this study
was on graphic design students there are lessons that can be ex-
trapolated to other design subjects and beyond. Indeed, students
from other European countries would gain similar intercultural
competencies not only in the African continent, but Asia and other
post-colonial regions of the world.

This film shows that design education can develop intercultural
competencies through creative practice that engages live briefs for
international charities and organisations working in the third sector.
In a post-colonial context cultural naiveties can be challenged and
an appreciation of the historical and economic impact of global
consumerism can be engendered. Global citizenship can be fos-
tered through live projects that offer highly motivated learning and
sharing of ideas and practices with people from different cultures.

Figure 2. Girl with water can waiting for dhow.



Video

https://vimeo.com/133320372
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ABSTRACT

Research informed teaching is very much at the core of the MA
Design Programme at Sheffield Hallam University. Students are

in the first instance able to learn about research findings specific
to their subject area (research led teaching). Students learn about
research methodologies and processes (research orientated) and
finally students are offered the opportunity to engage in real-world
research projects. This is illustrated in a first semester module that
uses the theme of Socially Active Design. The overall strategy fo-
cused upon enabling students to participate in socially responsive
design practice with a particular focus on developing collaborative
interdisciplinary student-generated responses to working in part-
nership with people with dementia and the UK open knowledge
sharing platform organization ‘Fixperts’ (www.fixperts.org).

The inter-disciplinary make-up of the teaching team, drawing on
expertise from health and research (engaging with staff from the
interdisciplinary research cluster Lab4Living) as well as design
meant that students could be signposted to key resources. Initial
sessions offered students the opportunity to hear from specialists
in dementia care and on-going contacts were made contact with
a large third sector organization in the form of Alzheimer Society.
In this way students were supported in understanding ways of
accessing communities and how to develop projects, avoiding
Katie Swenson’s (2012) concern regarding some curricula, which
fail to ‘teach students about how projects actually happen’. It also
meant that support could be offered in relation to navigating and
coping with the emotional complexities that working with people
living with long-term conditions such as dementia could evoke.

Keywords

Dementia, inter-disciplinary, socially-active

‘It is the changing world that shapes where we are going therefore
our graduates need to be changing. We are moving, in transit but
the curriculum isn’t. Design can be disruptive’. Bateman and Craig
(2016)

A wide range of factors such as business, politics, societal needs
and requirements and technological innovation influences the
professional practice of design. As these factors are continually
shifting and changing design is constantly undergoing transforma-
tional changes. Additional factors such as the aging population,
climate change, increases in migration and the world population
means that the sheer scale and scope of the changes the world,
and it’s population now face are immense. How can designers
respond to these challenges? Do designers need to work in
different ways, challenge the role design plays in the future and
engage with the ‘big world issues’? To be able to work within such
a complex future how does design education need to innovate if it
is to discover and develop new relevance in a changing world?

According to Armstrong et al (2014) whilst designers are operating
in an expanding field and claim to ‘have the potential to address
these [wider] issues, the question still remains as to whether

they are adequately equipped to deal with them (Nussbaum et al
2010, Kiem 2013, Miller 2013). Change is often facilitated through
education and if it is change in the curricula in HE that holds one
of the keys to equipping designers to address the wider issues
facing humanity and the planet, we suggest that it is beholden on
teachers, lecturers and Universities to ensure that social innova-
tion and sustainability are embedded into courses at all levels.

Research informed teaching is very much at the core of the MA
Design Programme at Sheffield Hallam University. Students are

in the first instance able to learn about research findings specific
to their subject area (research led teaching). Students learn about
research methodologies and processes (research orientated) and
finally students are offered the opportunity to engage in real-world
research projects. This is illustrated in a first semester module that
uses the theme of Socially Active Design. The overall strategy fo-
cused upon enabling students to participate in socially responsive
design practice with a particular focus on developing collaborative
interdisciplinary student-generated responses to working in part-
nership with people with dementia and the UK open knowledge
sharing platform organization ‘Fixperts’ (www.fixperts.org).

Building on our reputation for design innovation in health and so-
cial care, Sheffield TeachingHospitals approached us to set their



own design challenge. Claire Jepson, senior occupationaltherapist
at the trust, set a group of our postgraduate students the task

of developing a product that would help people with dementia

to retain memories and navigate technology. The postgraduate
students applied their design knowledge and created innova-

tive solutions to the unmet needs of dementia patients, with the
potential to deliver real benefit to the patients. Two students —
Josephine Gomersall and Paddy Beirne — shared their idea of

an interactive memory cabinet for people experiencing memory
loss and were selected to develop a more detailed proposal. The
memory cabinet was conceived to meet the needs of people

living in hospital or care, away from home. The cabinet connects
personal memories with display devices, offering an interactive
and responsive way to help users remember what home means.
The students have since shared their ideas in a number of settings
within the trust and have gone on to present their work at industry
conferences.

‘| am thrilled that all Sheffield Hallam students are now receiving
some education on dementiaand how it impacts our society.
Thanks to the two students who went on to develop their ideas
by designing an interactive Memory Cabinet for people living in
24-hour care. This design proposal was recently presented to

a group of occupational therapy colleagues who found it very
inspiring.” Claire Jepson, senior occupational therapist, Sheffield
Hospital Trust.

‘I've learned what an important role empathy plays in the design
process. How to design through emotion and a human connec-
tion, how to walk in another person’s shoes and identify their
problems and solve those problems in a way that suits that per-
son.” Paddy Beirne, MA Design student

The inter-disciplinary make-up of the teaching team, drawing on
expertise from health and research (engaging with staff from the
interdisciplinary research cluster Lab4Living) as well as design
meant that students could be signposted to key resources. Initial
sessions offered students the opportunity to hear from specialists
in dementia care and on-going contacts were made contact with
a large third sector organization in the form of Alzheimer Society.
In this way students were supported in understanding ways of
accessing communities and how to develop projects, avoiding
Katie Swenson’s (2012) concern regarding some curricula, which
fail to ‘teach students about how projects actually happen’. It also
meant that support could be offered in relation to navigating and
coping with the emotional complexities that working with people
living with long-term conditions such as dementia could evoke.
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ABSTRACT

The ‘Open Design Education track’ presents a volatile societal
context in which designers apply thinking skills on ever more
complex areas, producing strategic and systemic outcomes far
beyond the original product design competencies they were
trained in. As educators, we need to ask how we can prepare de-
sign students to apply and extend their traditional competencies
to larger problem sets and how we prepare students for a future
that is mostly unknown at the time of teaching? How do we create
an ‘open’ curriculum of design, one that is able to adapt to these
new applications of design, one that is responsive to change?

In this workshop, we aim to share the insights gained from apply-
ing principles of Design Thinking to curriculum design practices
and to initiate a discussion on how it may be possible to overcome
some of the constraints of the academic institutional fabric that
complicate rapid adaption to a changing society and a similar
evolving role of the designer through the use of an integrated,
outcomes-focused curriculum co-design approach.

We will guide participants through a series of hands -on exercises
and will provide ‘visual thinking’ and ‘hands on thinking’ experi-
ences that will help faculty teams to define and detail dynamic,
open curriculum in a playful, energizing way. We will provide par-
ticipants with a ‘Design Thinking’ toolkit to collaboratively visualize
and build a dynamic ‘learning outcomes driven curriculum map’.

Keywords

Curriculum design, design competencies, co-creation

Project Description

How do we create an ‘open’ curriculum of design that is respon-
sive to change? In this three-hour workshop, we will guide design
education leaders and researchers through a series of ‘visual
thinking’ and ‘hands on thinking’ exercises that will help them to
define and detail dynamic, open design curriculum in a playful,
energizing way.

Rationale

The ‘Open Design Education track’ presents a volatile societal
context in which designers apply thinking skills on ever more
complex areas, producing strategic and systemic outcomes far
beyond the original product design competencies they were
trained in. As educators, we need to ask how we can prepare de-
sign students to apply and extend their traditional competencies
to larger problem sets and how we prepare students for a future
that is mostly unknown at the time of teaching? How do we create
an ‘open’ curriculum of design, one that is able to adapt to these
new applications of design, one that is responsive to change?

In addition to the challenges of creating a future oriented curricu-
lum, if you have ever wandered into a curriculum redesign process,
you will know that the goal of creating a program curriculum is a
‘wicked problem’. And one that is difficult to solve because curricu-
lum is a contested and emergent thing with complex interdepend-
encies influenced in both radical and subtle ways by numerous
actors. There are, however, some insights to be gained from De-
sign Thinking and current practices in curriculum development that
can help curriculum development teams to lessen the frustrations of
making sense of existing design curriculum and working toward a
shared vision for the future of an ‘open’ design program.

Process

In this workshop, we aim to share the insights gained from apply-
ing principles of Design Thinking to curriculum design practices
and to initiate a discussion on how it may be possible to overcome
some of the constraints of the academic institutional fabric that
complicate rapid adaption to a changing society and a similar
evolving role of the designer through the use of an integrated,
outcomes-focused curriculum co-design approach.

We will guide participants through a series of hands -on exercises
and will provide ‘visual thinking’ and ‘hands on thinking’ experi-
ences that will help faculty teams to define and detail dynamic,



open curriculum in a playful, energizing way. We will provide partici-
pants with a ‘Design Thinking’ toolkit to collaboratively visualize and
build a dynamic ‘learning outcomes driven curriculum map’. The
engagement of design program students, colleague teachers and
alumni in curriculum co-design is vital. The workshop builds on re-
search of ‘decoding’ the traditional studio practice, using (Bloom’s)
cognitive, affective and psycho-motor domain as a multi dimension-
al knowledge platform to define measurable learning objectives.

Outcomes

At the conclusion of the workshop, we expect participants to
have become familiar with the Open Curriculum Design Thinking
tools and have created one or two experience prototypes, using
their own programs as starting point. Furthermore, to provide this
‘open’ or ‘dynamic’ curricula with a front end process of identify-
ing future design application areas, we expect participants to be
able to use presented curricular co-design capabilities to engage
with students, alumni and colleagues. Long term, we hope to
establish a community of learners (current students, alumni,
industry) through which the rapidly unfolding design futures are
being identified, negotiated and integrated in an organic, respon-
sive curriculum.

Workshop Logistics & Background Information

Expected number of participants and target audience

This workshop is targeted at design education leaders (chairs,
deans), design faculty and (design) education researchers. The
workshop aims to provide this audience with a new approach

to curriculum design and tools to apply within their own educa-
tional setting. The workshop will also provide policy makers and
administrators insight into defining and measuring program quality
and didactic effectiveness. In this workshop, participants will be
collaborating in small groups (5 to six people). The workshop may
accommodate 25 up to 30 participants in total.

Duration

Ideally, the workshop would take part over four hours, but if
needed the workshop can be reduced to three hours, within the
presented time slot of 2pm to 5pm.

Preferred venue and equipment required

A large room that accommodates up to 30 people working in
groups of 5 around round tables (up to six) with at each table a flip
board and markers. The room should have a presentation screen,
a data projector and not to noisy (carpet) and/or have a small
series of break out rooms attached (to spread the groups).

Short biography

Job Rutgers (Netherlands, 1967) is a full professor in Design at
OCAD University in Toronto, the largest university of art & design

in Canada. At OCADU, he recently co-designed the Industrial
Design Curriculum (BA) and the Design for Health curriculum (MA).
At OCADU's digital futures initiative, job is the principal investigator
of the Ambient Experience Lab.

In addition to his role at OCADU, Job is also teaching ‘Leadership
in Systems Change’ at MaRS, one of the world's largest urban
innovation hubs, in Toronto. He is also a design strategist at VUKA
Innovation, working on systemic healthcare challenges.

He was a fellow at Rotman Business School’s Integrative Thinking In-
stitute and design strategy consultant at Rotman’s Designworks. He
has worked extensively with Singapore Polytechnic, training faculty in
curricular design and the creation of innovative learning spaces.

Prior to receiving tenure at OCADU, Job has long been associat-
ed with Philips Design in the Netherlands as a Strategic Design
Consultant. At Philips Design, he was the creative director for
several multi-disciplinary research projects funded by the Europe-
an Union. He co-developed the award-winning Ambient Experi-
ence Design service and has implemented ambient experience
concepts in hospitals, the hospitality industry and public spaces
around the world.

Job brings deep skill in designing educational environments and
cares deeply about dwelling in spaces of not-knowing, and listen-
ing and leading from a place of presence.
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ABSTRACT

What does it mean to be a global designer of tomorrow? The
framework of design education has to respond to the changes

in the landscape. The characteristics layered by sequential, ex-
periential and iterative learning, and pedagogical knowledge and
understanding are not acquired passively but in an active manner
through personal experience and experiential activities; and that
learning is based on problem-solving and an exploration of a par-
ticular line of inquiry and an active engagement with ideas.

As part of studying the development of design education, the
Linking Cities, Designing Experiences project underpins a critical
inquiry into the issues of urbanism and urbanity. The city encap-
sulates engaging multifaceted insights and intriguing phenom-
enon. Students from Singapore and Seoul share different ideas
on themes and subjects based on the ‘city'. This project includes
ideas of the urban typology, the urban environment, the social
settings of cities and their physical infrastructures. The infor-
mation sharing and collaborative ethnographic research under-
pinned the critical discourse, as the students are inhabitants of
two different cities. The research puts forward an ‘Open Design'
concept in learning and teaching design through a cross-cultural
design experience in the urban. Ideas related to iterative partic-
ipatory design, cross-disciplinary design practice, experimental
place-making and ‘reflection-in-action' (Schén,1983) formed the
important pillars to this project. Designers alike meet to deliberate,
collaborate and forge new relationships and exchange ideas with
cross-cultural references and insights. This research proposes
methods and approaches that could manifest in promoting peda-
gogical discourse for the future.

keywords

converging, cross-disciplinary, experiential learning

INTRODUCTION - Cross-disciplinary Studio
and Cross-cultural Experience

Design is an important tool for social progress. In facilitating a
global outlook, the move towards the integration of design thinking
within the context of society, economics, technology and culture
will become critical in the way we shape everyday life. As such,
the integration of design thinking and research poses interesting
and challenging propositions. As part of studying the development
of design education, the Linking Cities, Designing Experiences
project underpins a critical inquiry into the issues of urbanism and
urbanity. The city encapsulates engaging multifaceted insights
and intriguing phenomenon. This project proposes methods and
approaches that could manifest in promoting pedagogical dis-
course for the future. Students from Singapore and Seoul share
different ideas on themes and subjects based on the ‘city’. Ideas
of the urban typology, the urban environment, the social settings
of cities and the infrastructures were presented in debates and
students discussed ideas collaboratively. The information sharing
and collaborative ethnographic research underpinned the critical
discourse, as the students are inhabitants of two different cities.
Being urban dwellers themselves provide an interesting and novel
perspective on their thinking and critical reflection on the urban
environment. Allowing such participative engagement with current
and emerging themes, push the design thinking and encourage
the students to ask relevant questions and build their hypotheses.
Developing concepts based on city narratives provided interesting
insights and interpretations. Studying the city both in its physical
form as well as the social and cultural vocabulary provided a
specific underlying inquiry and formulated interesting insights and
case studies.

Buchanan (1999) highlighted the role of design research as a
significant, most sophisticated and well-grounded form of investi-
gating Design and its vital role in the 21st century in preparing re-
searchers and educators who will expand that knowledge through
original inquiry, which is fundamental to any learning of design.
Design is about meaning-making, and this project elevates the
research scope to another level. There are many different inter-
pretations and having a real-based engagement with the situation
enhances the study.



Case study - the Linking Cities, Designing Experiences
Project

The Linking Cities, Designing Experiences Project has been
running for five consecutive years since 2011 with participants
from Sangmyung University, South Korea and LASALLE College
of the Arts, Singapore. The project aimed to develop the de-
sign responses to themes uncovering the intricacies of the city;
its social form and their relations to its inhabitants and even its
polyphonic history using site visits and etymological research and
visual culture. The project’s objectives were to develop students'
research skills to understand cultural and contemporary design,
fashion and visual arts in an urbanisation context. Students were
required to demonstrate research skills to make well-informed
presentations with critical analysis on creating contemporary
design proposals and outcomes.

The project posed multi-disciplinary investigations on the city
captured by different people, different cultures and different
socio-economic backgrounds. The rise of the city affects today's
generation of city dwellers and by 2050, the population is pro-
jected to increase to 75%. What meanings and manifestations
will be questioned and will they be answered in new narratives?
Research-based Design has become central to contempo-

rary design approaches and provides insightful opportunities,
information and new knowledge to design practitioners. Jacobs
(1993) approached cities as living beings and ecosystems. She
had suggested, that over time, buildings, streets and neighbor-
hoods function as dynamic organisms, changing and evolving in
response to how people interact with them. She explained how
each element of a city — sidewalks, parks, neighborhoods, gov-
ernment, economy — functions together synergistically, building
a natural ecosystem. This understanding helps us discern how
cities work, how they break down, and how they could be better
structured (Hollis, 2013). These form significant research interests
and presents new layers to varied interpretations. It propelled an
ongoing dialogue between the physical space and the inhabit-
ants. The manifestations and evolution of culture and sociological
wonder will portray interesting insights and narratives while other
narratives are drawn every day.

The Linking Cities, Designing Experiences Project was conducted
from 2011 — 2016 with different themes each year and with two
separate parts to each year’s project. The first part designed as

a workshop is used to deliver the brief to students and explore
ethnographic research either in Singapore or Seoul. Project
facilitators and mentors led different discussion groups, and
students were then tasked to conduct fieldwork research and
document evidence either through photography or videography.
The materials and findings collated were then discussed and
presented to other groups, followed by a provision of further input
and feedback. The core aspect of this process was the idea of
collaboration and participation. The project then was followed by
a second part, which was the travel to either city. For instance,

in 2016, the workshop was conducted in Seoul and after three
months, South Korean counterparts traveled to Singapore for a
follow-up workshop and exhibition. The design outcomes by the
students were a result of deliberation, collaboration and collective
design production over three days and these works were curated
in an exhibition and then opened to the public in a gallery space
at LASALLE College of the Arts in June 2016. This model for the

project was carried through over the five-year period with approxi-
mately 15 students each year although the numbers quintupled to
75 in the year 2016.

Urban planners and architects plan and design cities, its infra-
structure and spaces. These have various effects on our physiol-
ogy, psychology, and sociology. This relationship between man
and city has often been one-sided; where urban planners do not
include the ideas of urban communities. The Linking Cities project
proposes a focus on how urban dwellers can shape their social
environment within the spatial trajectories. How does the city
shape urban dwellers and how can urban dwellers be involved in
the shaping of their cities? How does public space affect mood,
emotion, interaction and living habits? What kind of effects does it
have on social and cultural activities? (Gehl, 2012).

The main inspiration for this project was underpinned further by

a quote by Koolhaas (1995) that “outlined cities as an imperfect
collage: all foreground and no background”. This statement
pushed the boundaries to the project and aimed to inquire on the
background traits and intricacies of the city. Issues on urban con-
ditions surround city life. The city encapsulates a wondering pot of
interesting insights intricately linked to the economy, politics, the
social and cultural phenomenon of urbanism. The rise of the city
affects this generation of city dwellers and influences the way the
next generation will live.

The project hopes to become a vehicle to re-focus, and converse-
ly re-define the urban space by exploring the vision, participation
and the potential of the lived environment. Different responses of
the student designers' observations of urbanism and the inner
layers of urbanity were presented. The inquiry advocated different
ways of seeing through the various views of different design dis-
ciplines, to allow possible interpretations and reflections between
the urban space and the systems of cultural behaviors. The
project established conceptual approaches and interest in urban
design by looking through the lens of the living systems and stud-
ied the space and micro-interactions between different designers,
to create meaningful design ideas.

The five themes for the project revolving around the subject of the
city were; ‘Quiet-scapes', ‘Visualising the Value of the City', “Trac-
es of the City', 'Social Rhetoric of the City' and the recent one,
‘The Flaneur'. Each theme focused on specific research questions
and identified with ideas of the physical environment of cities, the
social infrastructures, the historical remnants and memories of a
city and the ideas of mobility, experience and urban travel. These
themes were selected based on readings and brought interesting
discussion points and new perspectives from the participants.
Students were required to demonstrate research skills to make

a well-informed presentation with critical analysis on creating
contemporary design proposals and outcomes. Students took
into account appropriate methods of academic inquiry and were
able to:

e Demonstrate reflective knowledge and understanding of
contemporary design theories, issues, principles, and con-
cepts relevant to the subject and theme

¢ Demonstrate a critical and reflective knowledge and under-
standing of visual culture and society.
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* Find, critically evaluate and interpret evidence from relevant
literature and material culture.

e Communicate information, arguments and ideas effectively
and appropriately to the subject, purpose and audience, in
both written and verbal forms.

Students were also exposed to different modes of learning and
understand how to work in multidisciplinary teams and communi-
cate effectively internally between team members, and externally
with the wider community. This was a challenge at the beginning
of each year’s project as the students sometimes struggle with
language barriers and have problems communicating with one
another. However, as designers, they had to problem solve using
different means of communication and have to work dynamically
as a team. Members of each team took on various roles during
the process of the whole project. Collaboration is key to the entire
project. Design is an activity that requires teamwork and collab-
oration. The design process is often a negotiation between one
person and a group to another. This process involves the sharing
of ideas, knowledge and skills, an avenue to understanding
teamwork and overcome challenges through learning. Working

in a team is important in the creative industry and is fundamental
to the core of experiential learning. The focus of learning is best
shaped through experience and the participants had to be practi-
cally involved in different ways.

The approach outlined a framework for critical and reflective thinking,
fostered problem-solving skills and enhanced an active engagement
with different issues, challenges and the importance of the role of
designers especially in collaborating with diverse communities.

Experiential Learning

Field-based learning is the oldest and most established form of
experiential learning, which was integrated into higher education
in the 1930s (Lewis & Williams, 1994). The emphasis of experi-
ential learning is to validate and test concrete experience. The
personal experience relates to subjective personal experience and
interpretations to the design brief. The action-research, fieldwork
and observation analysis formed the third stage to the learning
model and then the final stage focused on the design-making and
putting into practice the thinking, feeling, perceiving and behaving,
conceptualised into interesting design proposals.

Through the lens of Kolbs (1984), the meaning-making process of
the individual's direct experience is an important notion to experi-
ential learning. However, the gaining of knowledge is an inherent
process that occurs naturally, a genuine learning experience,
which requires certain elements. The values of which, focused

on learners involved in the full experience, the ability to reflect on
the experience and contextualising the experience using differ-
ent methods as well as to translate new ideas and new insights
gained from the experience. The diagram below highlights the
process that was applied in the Linking Cities project.
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Figure 1 - Full cycle and different stages to the Linking Cities, Designing Experienc-
es project (adapted from Kolbs (1984)

From evaluating the whole process of the entire project, some
findings were made for future analysis.

Findings and Insights:
Strengths of the project include:

e A cross-cultural experience and this fosters collaboration
with students and the wider community while converging
different design practices

¢ An invaluable experience of exchange with participants from
different background and different disciplines

¢ An opportunity to test theory into practice — real-world
experiences that form an important aspect of transferable
skills for future careers

¢ A reflective learning experience that builds a meaningful
discourse

¢ A disruptive learning — breaking down siloed design practices

Weaknesses of the project include:

¢ | anguage and cultural barriers - participants come with
different backgrounds and may sometimes have different
perceptions

® The environment could pose unpredictable challenges for
participants, and sometimes the project outcomes cannot
be determined in a short amount of time

¢ Time and distance may constitute a factor in developing a
successful inquiry as participants come from different
institutions and have different academic background and
priorities

¢ Research gaps — insufficient investigation and in-depth
critical analysis



Methodology - Communities of Practice

The Linking Cities project focuses on experiential learning and using
social practices as a platform to contextualise theory into practice.
Wenger (1998) defined communities of practice as a form of col-
laborative learning created by a group of people with similar intent.
In this case, the studio comprised of groups of different designers
of various disciplines engaged in a joint research-based practice.
The participants in this project come from art and design disciplines
such as Graphic Design, Ceramics Design, Fashion, Interior Design,
Architecture, Product and Industrial Design. Students whom partic-
ipated in this project over the five-year period, have different ethnic
and cultural background with varying demographics. The exchange
and collaboration formed a critical part the design process and
facilitated interesting and exciting possibilities related to academic
research and scholarship.

Many exchanges take place in the studio, which has been identi-
fied by Schon (1983) as a particular culture, a model of teaching
and a site for research. For many, the idea of the studio is much
more about location, a home base, and a familiar territory. This
platform is important, as the very act of learning to engage with
ambiguity and the unknown requires courage and a safe place
from which to venture forth into unknown territory. However, in this
project, the ‘studio’ did not conform to a physical site and different
settings were experimented. From the actual classroom to a
gallery space and the real urban travel provided multi-dimensional
possibilities and opportunities.

The idea of a traveling open studio concept where designers alike
could meet to deliberate and collaborate on a project facilitated

a different cross-cultural learning experience. Participants forged
new relationships and exchanged ideas underpinned by varied
cultural references and insights. In the Linking Cities project, par-
ticipants used the city as their field research study and also their
live studio, fostering a different level of discussion and proposed
an exciting design ritual of some sort. The research fieldwork
ranged from case studies, action research, comparative analysis
and observation analysis. The outcomes were presented in a
public exhibition to allow for interaction between the designer/pro-
ducer and the audience. Further analyses were then deliberated
as a post-analysis.

The Workshop - The City: A Social Experiment

The Linking Cities project seeks to continue to put forward an
‘Open Design' concept in learning and teaching design through
a cross-cultural design experience in the urban. A workshop
designed to facilitate a discussion and allow participants to col-
laborate on the research inquiry. This workshop will examine the
new paradigm of learning beyond a traditional classroom learning
system that will develop dynamic pedagogical approaches, push
boundaries and formulate on-going cross-cultural dialogues.

Education must become a catalyst to encourage the fertilization
of new ideas. Collaboration and negotiations are integral in the
design process. To foster some of these principles, the initiation
and development of cross-cultural and cross-disciplinary projects
will amplify this thinking approach and promote a conscientious
learning aptitude for future designers. It is crucial for designers to
acknowledge the changes of the everyday and contemplate the

future. The present day poses different challenges, which could
bring new knowledge, hypotheses and speculations for the future.
The design world has already changed. The relationship between
humans, designed objects and the environment are faced with
several challenges. This society should benefit from the way great
designers think. Designers of today and tomorrow must engage
in creative problem solving that focuses on the immediate human
social needs. The human interface is vital to the design process.

Conclusion and Future Research — A New
Paradigm for Learning

Berger (2019) stressed the importance of asking fundamental
questions, questions that have yet to be asked. Designers are
urged to work above and beyond constraints and think intuitively
to respond to challenges ahead. These are learning instruments
that designers must use to apply in their design process. Non-de-
signers can learn a thing or two from this. What makes us better
designers than others? Who will reconsider this world around
you? Future research and design projects include extending the
Linking Cities, Designing Experiences project to more than one
design institution and propose to focus on the Asian perspective.
At the point of writing this paper, there have been interests from
higher education institutions including from The Philippines, Indo-
nesia and Thailand.

Ideas of Open Design put forward a proposition for more collab-
orative and co-creation work to happen between designers and
non-designers. How can these inquiries shape the way we think
and work in the future? The global designers of tomorrow must
be nimble, creative and be inquisitive to solve problems and to
respond to emerging design issues, dig below the surface for
interesting questions and their probable answers. The ambition
of this project is to expand globally and for the research to grow,
presenting further discourses and a new paradigm for learning
design using the city as a subject.
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ABSTRACT

Designers are increasingly involved in tackling complex, wick-

ed problems that arise from complex societal challenges. Such
involvement results in rapid change in design practice as it enters
and expands into new territories, highlighting the importance of
rethinking design education to better prepare future designers.

This workshop aims to consider ways in which we can equip
designers with the necessary skills to engage members of the
public in co-creation and participatory design, drawing upon the
international and multidisciplinary perspectives afforded through
the conference.

Using the approach of Experience Labs, this session aims to
engage delegates to share their practice, experiences and insights
from their respective disciplines, towards preparing future design-
ers. Experience Labs employ a design-led participatory approach
to innovation within the health and care context. To date, the Labs
have developed and evolved as a way to provide a space for cre-
ative collaboration. However, the Lab approach has been recently
applied within the context of design education to foster interdisci-
plinary collaboration within Art and Design disciplines.

Delegates attending the workshop will be asked to form groups
around four design education challenges: (1) Engagement, (2)
Sustainability and Impact, (3) Empathy through design, and (4)
Ethics by design.

The workshop will produce insights for the themes addressed and
will provide the opportunity to gain an international perspective on
these challenges within design education. It is anticipated that the
workshop could also generate a network/community of interest
for design education specifically related to the themes addressed
throughout the workshop.

keywords

design education, creative collaboration, participatory design

Project Description

The workshop aims to consider ways in which we can equip

future designers with the necessary skills to engage members of
the public in co-creation and participatory design, drawing upon
international and multidisciplinary perspectives afforded through the
conference. It aims to engage delegates through a designed work-
shop session to share their practice, experiences and insights from
their respective disciplines, towards preparing future designers.

The workshop session will begin with the authors sharing an ex-
ample of the way in which they are prototyping their participatory
design approach with students in order to develop research and
teaching linkages within the Institute of Design Innovation, Glas-
gow School of Art. The Lab team will share the findings from the
first iteration of this event, including findings from pre- and post
interviews with student participants from a range of Design and
Art disciplines in order to define and contextualise the approach.
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Delegates attending the workshop will be asked to form groups
around four design education challenges: (1) Engagement, (2)
Sustainability and Impact, (3) Empathy through design, and (4)
Ethics by design.

1. Engagement: this challenge focuses on how we educate and
prepare designers to engage with a range of stakeholders in
co-creation and participatory design.

2. Sustainability and impact: this challenge relates to how we ed-
ucate and prepare designers to consider and design for sustaina-
bility and impact.

3. Empathy through design: this challenge relates to how we
educate and prepare designers so that they can design both
‘with” empathy and ‘for’ empathy when engaging participants in
co-creation and participatory design.

4. Ethics by design: this challenge relates to how we educate and
prepare designers to consider the ethical dimensions of their work
in increasingly complex research landscapes, particularly when
ethics is often viewed as a barrier or alien concept rather than a
valuable part of the design process.

Employing design practices from the Experience Labs, each
group will then be guided through an exercise using a designed
tool to consider ways in which to educate and prepare designers
to tackle the complex societal challenges of the future. Design
researchers will facilitate each group’s work, and delegates will
be encouraged to share experiences and insights from their own
practices and disciplines in relation to the four challenges.
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As an output of this activity each group will be asked to identify
key learning outcomes and develop a design brief for students
that would support experiential learning activities relevant to this
theme. Groups will then summarise and share key insights in
response to the theme with the wider group.

The workshop will produce insights for each of the themes ad-
dressed and will provide the opportunity to gain an international
perspective on these challenges within design education. The out-
comes of the workshop and insights captured will be analysed and
used to develop a paper to share the findings of the workshop with
the design community. In addition, the workshop aims to generate
a network/community of interest for design education specifically
related to the themes addressed or identified in the workshop.

Abstract and Rationale

Designers are increasingly involved in tackling complex, wick-

ed problems that arise from complex societal challenges. Such
involvement results in rapid change in design practice as it enters
and expands into new territories, highlighting the importance of
rethinking design education to better prepare future designers.
Design has been described as an ‘integrative discipline’, capturing
this multi-layered expansion, and suggesting that design is enter-
ing an all-inclusive paradigm to tackle complex challenges (Morei-
ra, Murphy and McAra-McWilliam, 2016). In addition, design is
referred to as a ‘transformative discipline’, encompassing a (social)
strategic focus through a socially-engaged practice increasingly
concerned with shaping futures (ibid, 2016).

The rapid growth and expansion of design practice highlights the
importance of rethinking design education in preparing future
designers. The role of the designer is also changing from the ‘top
down’ creative to the ‘humble’ designer (Slavin, 2016) and there is
an increasing need not only to be able to creatively engage a range
of stakeholders in co-creation and participatory design practice, but
to be able to engage empathically and develop interpersonal skills
required for creative collaboration and engagement.

Experience Labs employ a design-led participatory approach to
innovation within the health and care context. To date, the Labs
have developed and evolved as a way to provide a space for cre-
ative collaboration, however, the Lab approach has been recently
applied within the context of design education as a way to foster
interdisciplinary collaboration within Art and Design disciplines.
The Labs can offer ways in which to cultivate the future designer
through both providing ways in which to prepare designers to
engage a range of stakeholders in co-creation and participatory
design, and equipping designers with the interpersonal skills
required for creative collaboration. In the context of design educa-
tion, they can offer students a rich experience and the opportunity
to consider different ways of engaging stakeholders throughout
the design process.

This workshop aims to consider ways in which we can equip de-
signers with the necessary skills to engage members of the public
in co-creation and participatory design and to consider the ethical
dimension of their work, drawing upon the international and multi-
disciplinary perspectives afforded through the conference. Using
the approach of Experience Labs, this session aims to engage

delegates to share their practice, experiences and insights from
their respective disciplines, towards preparing future designers.

Expected Number of Participants and Target
Audience

The workshop is intended to be relevant to all conference attend-
ees, and would benefit from a mix of attendees representing:
academics and educators; professional design practitioners and
collaborators; and design students. The workshop could accom-
modate up to 40 participants.

Short Biography of Organisers

Tara French is a Research Fellow at the Institute of Design Inno-
vation, Glasgow School of Art with expertise in designing creative
research approaches for experiential learning and embodiment
of new interventions for person-centred care. She has a wealth
of experience and knowledge in creative collaborations within

the health and wellbeing sector. Her research interests lie within
the theme of eudaimonic wellbeing towards engaging people to
recognise assets that contribute to positive human flourishing.

Gemma Teal is a Research Fellow at the Institute of Design
Innovation, Glasgow School of Art specialising in participatory
design approaches to innovate in health and wellbeing contexts.
Her work focuses on opening up the design process to include
academics from other disciplines, industry partners, health pro-
fessionals or members of the public. She designs for meaningful
engagement and participation through innovative community
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The Empathy Track featured strong papers that focused on empathic design, and raised
important questions, including why “context in design is everything”. To highlight just two
of the many papers we read for this stream - Inside the Aotearoa House by Christian de
Groot and Johnson Witehir (who presented) introduced Maori rituals to those gathered in
Hong Kong - as well as design student audiences in New Zealand - to reintroduce cultural
traditions into the design process. Overall the paper offered an eloquent account of why in
the context or colonialism, cultural empathy is important in design. Participatory Design
- Dealing with Emotion by Esa Pursiainenm, Michail Galanalds and Mariana Salgado
(who presented) discussed how social innovation designers working with communities
need to better understand the role of emotion (affective as well as cognitive empathy)
in the design process. It also to figure out how to better manage emotional connection
and “contagion”. Ultimately, it is to consider inclusive and responsive protocols to aid
all participants. Further papers, too many to summarise here, offered diversity of user-
centred approaches, but overall in discussion the audience agreed that Empathy needs
live human interaction, not just film or Virtual Reality, experiences, but mutual human
engagement through which empathy can emerge.

Professor Lorraine Gamman, Central Saint Martins, University of the Arts London, UK, and
Roger Bateman, Sheffield Hallam University, UK
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ABSTRACT

Immigration gives rise to global and local changes that challenge
social norms and affect our lives. By involving immigrants in de-
sign processes, we emphasise designers’ responsibility for social
inclusion. In this context, our main question is how to engage with
immigrants in participatory design research.

To answer this question, we present a review of a recent research
approach we applied in Helsinki (Finland) while collaborating with
immigrants in a design project. Arising from this study, it is our
recommendation that design researchers working with immigrants
must take into account the question of emotional involvement. In
this article, together with a mental health specialist, we analyze
our findings in order to provide insights into how designers could
create better interactions with vulnerable populations while
conducting fieldwork. Among others, we recommend that dealing
with emotions requires debriefing and defusing processes.

Keywords

immigrants, participatory design (PD), emotions

INTRODUCTION

Immigration gives rise to global and local changes which chal-
lenge social norms and affect our lives. Issues of migration are

an increasingly important part of modern political agendas and of
the changing landscape of cities. With a few exceptions design
researchers fail to engage immigrants in design processes (see
e.g Clarke and Wright, 2012; Bjérgvinsson, Ehn and Hillgren, 2012;
Keshavarz and Mazé, 2013; Manzini, 2015). This paper is based
on the premise that if we intend to undertake design for social
innovation we need to include people from different backgrounds,
such as immigrants (Salgado and Galanakis, 2014). In order to
engage the so called hard-to-reach immigrants - since not all
immigrants are marginalised and alienated - we need to invest
resources. However, it is the emotional investment from all parties
that is at the epicentre of the discussion that follows.

Engaging immigrants in design processes is not a straightforward
process. Designers need to invest time and energy in order to
engage immigrants and to encourage them to take part in design
processes (Lammers, 2005). Additionally, the emotional invest-
ment in engaging with vulnerable populations - as many immi-
grants are - in design fieldwork should be an element of analysis.
Our intention is to outline methodological insights in participatory
design (PD) processes that foster collaboration with immigrants.
More specifically, we present one case and describe the situa-
tion and the techniques we used in relation to emotions that are
pertinent to the process itself. Lammers (2005) suggests ways to
be attentive and self-revelatory listeners in order to create feelings
of reciprocity and empathy with our research participants. Here,
while analyzing the interaction with our immigrant participants,
we discuss processes with emotional impacts that could have a
positive influence on the collaboration between design research-
ers and immigrant communities during PD processes.

Other designers and researchers have been discussing emotions
in relation to the responses that products raise in the viewers/
users but in this case we wanted to focus on emotions in PD
fieldwork (Oatley and Johnson-Laird, 2011).

Emotions are integral to interaction and support social goals such
as assertion, attachment, and affiliation that are important stages
during PD processes (van Dugteren, 2014). Other researchers

in PD dealt in their work with empathy and try to understand the
emotional connections between researchers and users (Izard,
2010). Emotions have no generally accepted definition, and
researchers who continue using the term must therefore provide
their own operational definition. Geographer Koskela (2000) with
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her “emotional space” demonstrates that emotions are important
in our experience of space but that they are considered messy,
hard to analyze, quantify and rationalise. Similarly Kaakinen (2011)
shows how emotions concerning people’s experiences of space
have been traditionally, and derogatively, perceived as feminine.
Our operational definition of emotion is based on the literal defini-
tion of the term, according to which an emotion is a strong feeling
coming from certain circumstances, moods or relationships with
others and which is intuitive (Oxford University Press, 2001). In
our case study, we asked our participants to talk about their lives
and they consequently recalled sad memories and talked about
frustrating experiences in their host country. The emotions of our
participants, and of ourselves as researchers, during our work-
shop are the focus of this discussion, which by acknowledging we
hope to contribute to current PD research.

The Tree of Life

Under the auspices of World Design Capital Helsinki 2012, a
group of independent architects, designers and social work-

ers undertook the OurCity project. The project took place in
Meri-Rastila, a multicultural suburb of East Helsinki. The aim of
OurCity was to democratise design processes and to empower
local residents to influence the urban redevelopment of their area
(Meidan-Ourcity, 2012). In order to develop a grassroots plan as
an alternative to the top-down urban plan drafted by the appoint-
ed city planners, a team from the OurCity group conducted a
series of workshops and other events in which different immigrant
communities were explicitly invited to take part. The specific

goal of the workshop, which we present here, was to establish a
relationship with the Kurdish community in the area and to learn
about their varied relationships to their neighborhood.

Dina Fuad-Luke who has experience as a community worker,
Mariana Salgado who is a design researcher, and Michail Gala-
nakis who is an architect and researcher conducted the work-
shop. The three-hour workshop was held at the large multifunc-
tional room of the Kurdish association in Meri-Rastila on April 28,
2012. Participants in the workshop were fifteen women who iden-
tified themselves as Kurdish, and aged from their early 20s to their
late 40s. Of these some were related. Food was an integral part of
the workshop’s planning, and the women had prepared traditional
Kurdish delicacies. After the introductions, we presented the idea
of the Tree of Life and offered personal examples. By introducing
ourselves not only as members of the OurCity project but also as
individuals and immigrants, and by including information about our
family lives and backgrounds, we were able to create a reciprocal
understanding, and a sense of trust.

The Tree of Life is a longstanding tool in narrative therapy and
community work. It is a way to enable vulnerable people to speak
about their lives in order to feel stronger. During the process,
participants drew their own Trees of Life and spoke of their roots,
skills and knowledge, as well as their hopes and dreams, and

the people and places that have been important in their lives (Den-
borough, 2008). Our literature research revealed no precedent for
the use of the Tree of Life in the field of design research. However,
it is important to clarify that we did not use The Tree of Life as a
therapeutic narrative tool. Our intention was to enrich the design
work we were carrying out in the area.

In presenting their Trees of Life our participants told evocative sto-
ries. Discussions became serious and sad at times despite small
children running about and music clips showing on the TV. There
were a number of affinities between the testimonies. One seemed
particularly representative: “In my home country, | had to escape
from the police. In Finland, you are not free even though you are
not in prison. When | came here | got a new life and | smiled at
everyone. But Finnish people keep their distance and so | do not
feel free. Real freedom for me is in Kurdistan. Freedom is in the
mind and in the feelings.”

After this first task of the workshop, we set the table together

and enjoyed the food our participants had prepared. We then
proceeded with the second task, which made use of illustrated
Dixit cards, a popular board game. All the cards were placed

on the table and each participant had to pick two. The first card
would describe the person’s current situation in Meri-Rastila or in
Finland, while the second would describe how the person sees
herself in the future. Participants attached their cards to blank
pieces of paper and used colored papers to write stories connect-
ing the cards to their lives.

After the workshop, we (the three facilitators) conducted a session
that analyzed the drawings, the posters with the cards, and the sto-
ries told by participants. We had no predefined hypothesis or fixed
perspective on this material and, as we went through it, we wrote
down our own reactions on post-it notes. Later, we placed the post-
it notes in groups to create what Beyer and Holtzblatt (1999) call “an
affinity diagram”. We took notes based on these clusters.

Our workshop had a direct impact on OurCity’s design agenda
as we took into consideration how our participants engaged - or
not - with their neighbourhood. It became evident to us that our
participants felt socially excluded. One said: “Finns do not care
about our lives and our stories.” They felt disenfranchised, which
was the most alarming result for us and one that we did not
anticipate. Only a minority of our participants were employed and
spoke Finnish, and even they did not seem rooted enough. One
said: "I do not think myself in Meri-Rastila, in the future | will go
back to Kurdistan, | am counting the days.” The testimonies of
our participants align with the previous results of a more compre-
hensive research project that inquired into the ways immigrants
in Meri-Rastila use the parkland of the area. While they used the
parkland for walks and recreation, they did not trust planners or
planning in general in order to voice any of their concerns (Leikkila,
Faehnle and Galanakis, 2013). Similarly our participants expressed
their frustrations regarding social services, ranging from health-
care to employment agencies. One expressed her frustration with
the language services provided to immigrants that were intensive
enough to be prohibitive to mothers with young children. They
recognised that language was a prerequisite for entering the
labour market and also recognised that in Finland employment
equals integration. The workshop results were taken into account
in the design of a survey that our colleague conducted at a later
stage; a survey regarding immigrants’ access to social services
(Fuad-Luke, 2012).

The main outcomes of our workshop were the identification of the
need for services in the area such as appropriate language courses
for mothers and recreational spaces in which immigrants could get
to know Finnish people. In the Alternative Master Plan which was
the main design product of the OURCcity project, our findings were



translated into a larger communal space for immigrants and Finns
to gather, as well as a number of public spaces planned to be used
by the diverse community in the area (Meidan-Ourcity, 2012).

A major result for us as design experts was that when engaging
with non-experts - regardless of whether they were immigrants
or not - we have certain unspoken expectations of the kind of
feedback we anticipate to receive and that would be useful to our
design agenda. These expectations are rarely fulfiled because
non-experts cannot share the jargon and concepts we have
internalised after years of studies and work experience. In our
workshop we did not use area plans of Meri-Rastila as we had
seen in previous planning workshops that maps are unfavourable
mediums for establishing a common ground; simply put, many
immigrant participants did not understand maps and area plans
(Salgado and Galanakis, 2014). In retrospect, we can say that
selecting the Tree of Life helped in establishing a common ground,
discussing issues that mattered to our participants, and finding
their connections to Meri-Rastila.

Engagement-Emotions-Reciprocity

The techniques employed during and after our workshop were not
the only factors that encouraged the fluency of the conversation
and the quality of data gathered. Even though we were three “out-
siders”, with video cameras and sound recorders, we managed

to create a comfortable atmosphere for the participants. These
participants knew each other from before, and because of this
they felt free to talk about their personal immigration stories, frus-
trations and feelings. Finally, and crucially, the workshop was held
on their turf while we were their guests. These factors created a
sense that we were in this together.

The way the meeting was staged was more important than

the tools and techniques per se. Critical to the success of the
workshop were our recruitment efforts, the group dynamics, our
attitudes, and the choice of venue. Many decisions regarding the
design of a participatory research evade strict instructions on
techniques and implementation. At the same time these deci-
sions define the research context and the type of discussions
that take place. When we work with people from different cultural
backgrounds the overall atmosphere - perhaps even more than
the techniques applied - influences crucially our results. This
workshop took place at the beginning of the design process of the
Alternative Master Plan, that is, at the stage of inquiry into what
mattered to local inhabitants.

Our props, images, and open questions triggered a wide range of
emotional responses, which in turn, created a space of intimacy
that facilitated deep reflection. Our choice of participants afforded
greater ease in openly criticizing the status quo of the host
society and what troubled them. Therefore, while the scope of
our research and its results may be limited, they do represent our
participants and, as such, merit consideration.

During our workshop strong emotions were triggered due to
several factors: the visualizations, the relationships amongst the
participants, the overall atmosphere, the open-ended nature of the
questions and the content of the discussion, namely, migration sto-
ries. As design researchers, we are neither trained in dealing with
emotionally charged situations during research, nor in analyzing

data while considering these emotional factors. In retrospect, we
realise that as much as it is positive for people to reflect on their life
stories and talk about their aspirations, it is also ethically question-
able to incite memories of painful events. Rigorous thinking about
ethical issues could have made our research more reflexive and
made us more proactive regarding the emotions our research could
potentially stir up in both participants and ourselves.

It was exhausting and often overwhelming to be keenly aware of
the emotions of our participants. As organisers of the workshop
we had multiple roles: confidants, translators, facilitators, and
investigators. In these roles we oscillated within a wide range of
emotions varying from sadness when our participants got sad, to
joyful when our participants were happy. McDonald (2003) studied
the legal needs of abused immigrant women in the US. She
concludes that issues of empathy are unavoidable in participatory
research which empowers women, insofar, as the boundaries
between researcher and the researched are blurred in the process
of building emotional and intellectual connections. Ezio Manzini
(2015, p. 62) discusses design for social innovation as “everything
that expert design can do to activate, sustain, and orient pro-
cesses of social change toward sustainability”, the latter including
social sustainability. In these multifaceted processes the design-
ers are enablers to communities to find the best solutions that
correspond to their problems. Manzini does not mention empathy
as an ability pertinent in any of the potentially emotional proceed-
ings - such as storytelling or place making - of design for social in-
novation (2015, p. 125, 189). Similarly, Cipolla and Bartholo (2014)
argue that socially responsible design does not need empathy
because empathy does not require from designers the immersion
into other people’s realities. Instead they propose the cultivation
of “inclusiveness” that puts designers and their participants on an
equal footing. In other words they claim that empathy maintains
the “I” vs. “it” dichotomy - what in sociology is often discussed

as “we” vs. “them” - while “inclusiveness” suggests a dialogical
connection between “I” and “you” (ibid., p. 87). As we understand
it Manzini, as well as Cipola and Bartholo consider soft rationality
not emotional entanglement as part of design processes. We,

on the other hand, agree with McDonald (2003) that empathy is
important, and that working with vulnerable people most often
than not entails strong emotions. We argue that participatory de-
sign processes that involve vulnerable people require from design
experts an understanding of, and a commitment to, social and
ethical discourses on emotional involvement. This requirement
does not necessitate the assimilation of design experts and their
participants. Empathy may help designers and their participants
to share on an emotional level that at times may be deep. As we
will see further on, precisely because of such emotional entangle-
ments, design experts should be able to empathise with, but also
to detach from, their participants.

In our case, while we felt empathy, we were also quite conscious
of our roles and research questions, and tried to keep our emo-
tions at bay. While we shed tears because of some very sad sto-
ries, we could not but also feel privileged because, although immi-
grants ourselves, our life trajectories were so completely different
from those of our participants; we do not have family members in
jail and we can visit our home countries whenever we want.

Dealing with emotions in participatory research is never simple.
While researching the marginalised or people in diaspora, feelings
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cannot but run high. It is the researcher’s responsibility to be able
to tackle emotional issues of inter-subjectivity, empathy, self-dis-
closure, and vulnerability pertinent to all stakeholders, including
themselves. This holds true for PD research involving, in this case,
immigrants: emotions, even when they are controversial, are
unavoidable, and design researchers must look into other fields
to learn how to deal with and report on emotions, rather than
push them under the carpet. In fact, the emotional opening of our
participants clearly took us by surprise.

When Emotions Run High

Light and Akama (2012, p. 61) argue that participatory methods
cannot be seen in isolation from the people engaged in them as
they are “[m]ethods and techniques [that] require embodiment”.
This embodiment could be painful in research situations in which
traumatic events are discussed. Researchers, as receivers of the
participants’ emotions, need to have time and space for reflec-
tion to review the situation; this, in psychological terms, is called
“defusing”. Defusing contains emotions and is one technique

that psychologists use after having sessions in which traumatic
situations are discussed (Dyregrov, 1997; Magyar and Theane,
2010). At the end of this kind of workshops, the participants need
to “debrief” what has taken place to stabilise their emotions. This
way we ensure that participants do not leave in turmoil and upset
(McLeod, 2015). Debriefing and defusing should take place at the
end of a workshop such as the one we conducted. If necessary,
participants could be invited to another debriefing session at a later
day. In our case, participants expected that our workshop would
not last more than three hours and we had not reserved time for
debriefing and defusing. In retrospect, we can say that as such
situations may easily arise, we must reserve time for debriefing and
defusing. In addition, if the stories told during a similar workshop af-
fect the researchers to the point that they, for instance, experience
sleep disturbances, it is advisable that they consult a specialist for
support. Not doing so, may have long-term effects.

Dindler and Iversen (2014) claim that personal and professional
relationships are crucial to design outcomes and that the respon-
sibilities of designers include awareness of this dynamic. This is
the relational expertise of designers. We argue that the relational
expertise of designers includes their emotional involvement and
requires debriefing and defusing after collaborative sessions. In
design research, we often pay more attention to games, props,
and the tangible design objects used to support participatory
activities, than to the emotional factors discussed in this article.
This designer bias may be due to our longstanding appreciation of
visual artifacts. In the context of research into immigrant expe-
rience, Hynes (2013, p. 13) asserts that “[ijnequalities of political
rights, economic positions, psychosocial positions, gender and
other social and cultural factors between the researcher and the
researched all required attention”. Therefore, methodological
decisions are only one part of the process; another important one
consists of the contextual factors and the relationships between
the researcher and the researched.

The open-ended techniques we employed during the participatory
process of our workshop suggest to design researchers the need
to be sensitive and reflective. A degree of reflective improvisation

is required while at the same time the researcher must be aware of

the process underway. Emotions can also be seen as communi-
cations to ourselves and to others if we are able to interpret them
and work with them (van Dugteren, 2014). While the techniques and
context of our fieldwork encourage reflection on the personal lives
of participants, we argue that we are not sure how to utilise these
reflections for the benefit of the participants themselves. We do
know, however, how to use these reflections as input in the design
process for the benefit of participants and society as a whole. In
Crossley’s (2003, p. 44) words, “developing deep personal insight
into people’s experiences and communicating emotionally charged
design visions broadens the role of the designer in the possibilities
of developing a product, service or brand”.

The PD activity we used supports the prospect of working with
immigrants in the design of spaces, products, and services. It
was particularly useful in the interaction with immigrants because
the tools we used were largely visual, rather than language based
(Galanakis and Oikarinen-Jabai, 2007). We found that no verbal
communication is sometimes key, not only because participants
are communicating in a language other than their own, but also
because of the emotional state they may find themselves in. In
addition, using non-verbal tasks, such as the Tree of Life and Dixit
cards, is a way to give voice to the more silent participants in a
group. In our case, our participants had time to reflect individually
on our questions and then present to the group and discuss.
Thus, while group dynamics certainly influenced each participant,
at the same time each participant contributed to the discussion
with her own perspective.

When we plan a participatory activity with potentially vulnerable
people and we anticipate an intense atmosphere with accounts
of traumatic events we advise to: a) encourage participants who
get affected to spent some more time talking with us or person-
nel trained for debriefing, immediately after the workshop, or
propose another session to talk more about their personal stories;
b) reserve time to make a debriefing session with our colleagues
just after the session in order to process the situations, stories,
and emotions; ¢) be empathic with participants’ emotions but also
know how not to aggravate their emotions, when we gently steer
them back to our research questions and the aims of the activity;
d) offer our mediation in order for our participants to get help
from, for instance, community workers and trauma specialists,

in dealing with certain very distressing events in their lives. If we
experience emotional outbursts from our participants, it is crucial
to devote more time to listening. In such cases, we should put
our design research agenda aside, and respectfully and com-
passionately listen. Very importantly, design researchers should
convincingly argue for the provision of additional resources when
our projects deal with vulnerable people. These resources would
cover expenses related to language services and mental health
support, as well as the monetary compensation of our partici-
pants. We agree with (Brand, Binder and Sanders, 2013), that
there is room for further methodological research on “hard-to-
reach” communities like immigrants. Such research would further
our understanding on the impact of diversity on PD processes.
Such research could also prove that there are no “hard-to-reach”
communities but rather that special ways are required to reach
out to them.



Conclusions

If we consider design a question of “problem-defining” rather than
“problem solving” (Kalantidou and Fry, 2014, p. 5), including immi-
grants in participatory design processes may be key to transform-
ative actions capable of producing social change. This is what
Manzini (2015) calls design for social innovation and the Ourcity
project may very well fall in this category. Focusing our research
fieldwork on immigrants merits careful consideration, and so do
issues of the generation and collection of field data, and presenta-
tion of research results (Salgado and Galanakis, 2014).

The methodological concerns discussed here are tied to sensitive
ethical issues that participatory designers - in fact any designer

- cannot avoid if they hope to design with immigrants. We agree
with Crossley (2003, p. 42) when he states: “[...] little attention is
paid to the softer aspects of how we experience daily interaction
of mood, emotion and feelings”. Paying attention to issues of emo-
tions, trust, empathy, personal and professional relationships, and,
why not, inclusiveness can only enrich design. When our research
falls into the category of designing with the Other, recognizing
design as a social practice requires dealing with emotions.
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ABSTRACT

A seminal post-colonial scholar, Deborah Bird Rose (2004, 154)
exclaims, ‘the west collectively is the leader; it is closest to the
future, and the rest of the world follows along behind’. Similarly,
Design and Social Innovation is largely populated by case studies
in Europe and the US, further reinforcing global hierarchies and
certain paradigms. We speak to this politics and dominance from
the periphery and share early insights from two international sym-
posia on Design and Social Innovation in Asia-Pacific (DESIAP) to
highlight the importance of exchanging ideas in various directions.
We use Kasulis’ (2002) heuristic of integrity to frame design that
emphasizes rational, impersonal, discrete, externalised principles
and models, in contrast to intimacy that starts from an interrelated
view of designing that cannot be disentangled from the ecological,
relational, intimate contexts in which it is performed. Using integrity
and intimacy in our analysis, we heard practitioners undertaking
community-led change speak of empathy, humility, respect, trust
and emotional resonance that enhances the intimacy between
entities already interrelated, embedded in contextual specificities.
These cannot be abstracted by a model or a method for scaling or
replication elsewhere, often desired in the dominant, integrity view
of design. When relationships are foundational and heterogeneity
is a contemporary context of designing with communities, we pro-
pose that the intimacy orientation can help shift from a weak form
of pluralism towards a stronger one, and bring attention to cultural,
emotional and relational entanglements that are integral to Design
and Social Innovation — to work with, and through difference.

keywords

heterogeneity, culture, inter-relatedness

INTRODUCTION DESIGN LOOKING WEST

Academic discourses in Design and Social Innovation are largely
dominated by case studies in Europe and the US, inadvertently
creating a trend for seeking expertise, replicable methods and
best-practices of their models, establishing an unspoken hier-
archy and dominant paradigms of design. Theory, practice and
discipline of design evolved through industrialisation, modernism
and the Bauhaus, all of which originates from and is centred in
Europe. Bousbaci’s (2008) comprehensive article explains that
design theory assumes particular ‘model of the designer’ that
shapes design discourse through the late 20th century. His
search for an underlying philosophy of design traverses through
works by key scholars such as Christopher Alexander, Richard
Buchanan, Nigel Cross, Bryan Lawson, Allan Newell, Horst Rittel,
Herbert Simon, Melvin Webber, to illustrate shifts from Cartesian
thinking in the first generation of design methods, through thrusts
towards planning methodologies at Ulm and the emphasis of
‘wicked problem’ in second and third generations. His discussion
reveals a consistent dominance of rational approaches in relating
‘problems’ and ‘solutions’, before ‘post rationalist’ models began
to emerge around the 1980’s, following Donald Schén’s theory of
reflective practice and the influence of feminism and anthropology
in design. We explain that such models and rational thinking can
be framed as an integrity-based orientation to culture and knowl-
edge that emerged from philosophical modernism and Enlighten-
ment (Kasulis 2002). This will be elaborated later, but here, when
we note the names who fundamentally shaped the thinking in
design, it starts to indicate circular patterns of theory proposed by
a handful of people largely concentrated in Europe and US whose
ideas are continually cited to perpetuate its authority and privilege.
This reflects the broader phenomenon of the visibility of men and
the invisibility of women and ethnicities in design, both in industry
and academic texts (see Akama & Barnes 2009; Buckley 1986;
Thompson 1994). Feminist and post-colonial theory exposes the
mechanics of established canons and occupied theories where
the dominant is unable to recognise its own power, privilege and
penetration (Minh-Ha 1989). Our abstract opens with the quote by
Rose (2004, 154); ‘What is not in doubt in modern thought is that
the west collectively is the leader; it is closest to the future, and
the rest of the world follows along behind’ — this power and poli-
tics is expressed in design where theories, illustrated by Bousbaci,
constitute its centre and remain as the main point of reference.
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When speaking to this dominance, the intention is not to dis-
place it with alternative paradigms but to ask different questions
that concern other world-views. For example, instead of seeking
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growth, progress, replication and scalability of design in ‘solving
problems’, what if we ask questions about how design can enable
inter-relatedness, respect and reciprocity? These questions,
beyond design, are foregrounded in many cultures and societies,
shaped by philosophical, religious and spiritual evolutions in Bud-
dhism, Confucianism, Daoism, Hinduism, Islam and Indigenous
ontologies. Here, entanglements with the invisible and intuited
cannot be severed — be that life force, gods, spirits, souls, totems
and ancestors — where relational, interdependent view of the world
does not start and end with rational individuals or within their
lifetime. This view is often considered with suspicion, exoticism
and mysticism by some rational thinkers. The holistic, embodied
and interrelated view will be discussed as an intimacy-based ori-
entation in the paper and we argue its importance in Design and
Social Innovation discourse and practice.

However, when speaking from the periphery, we have to be
careful of this political act as it often invites criticism and defen-
siveness. As the team of design researchers behind Decolonising
Design (Abdulla et. al. 2016) state, rejection of papers is highly
likely unless ‘“foreign’ concepts are assimilated under European
philosophies that readers and reviewers will be more familiar with.
This is the unfortunate consequence of the orthodoxies of pub-
lishing in design where acceptance is often based on token ges-
tures for accommodating diversity of perspectives, but never on
the merits of the argument for a radically different world-view. Our
overall argument is that Design and Social Innovation is in need of
effort and commitment to sharpen thinking to embrace difference
and accommodate heterogeneity as its central condition. We
propose that an intimacy orientation to design can help shift from
a weak to a stronger form of pluralism.

Design in the Periphery

Reflected in the term, ‘The Asian 21st Century’ by economists and
political journalists, developing economies in this region are pro-
jected to outpace developed economies in Europe in this century.
GDP growth of the ASEAN-5 (Indonesia, Malaysia, Philippines,
Thailand, Vietnam) far outstrips that of the Euro zone (AUSTRADE
2015). Australia is entering its 24th year of uninterrupted eco-
nomic growth, with GDP projection higher than that for the US,
UK and Europe. This shifting economic climate is a significant
factor in the growing attention towards the Asia-Pacific region as
an emerging global leader. However, prosperous economies like
Australia, Japan, Singapore and Hong Kong are facing challenges
of balancing economic development with social and cultural sus-
tainability, indicated by the emergence and popularity of Design
and Social Innovation labs (see DESIS international network and
government innovation labs like the PS21 division in the Singa-
pore Government). Our worry here is how design accompanies
and accelerates this economic growth and pursues a neo-liberal
agenda because it is still framed within the precepts of industri-
alization (Girard and Shneiderman 2013). This then manifests in
increased consumption and atomism (Fry 2009; Walker 2011),
accelerated by globalisation. Ideology of progress and develop-
ment is a European thought from the 19th Century (Chakrabarty
2009). The ‘west knows best’ thinking is still evident in the stream
of ‘western’ experts giving talks and workshops to the ‘locals’

on emerging fields like service design, design thinking and social
innovation, which apex cities like Singapore, Hong Kong, Tokyo

and Shanghai are actively undertaking. We are concerned that
this region continues to follow trends of looking ‘West’ to seek
answers from Design and Social Innovation exemplars to address
their own social and sustainable needs, inadvertently replacing
cultural, traditional and heterogeneous practices with imported
and dominant paradigms to ‘design a better world’ —a commonly
heard catchphrase in Design and Social Innovation.

These concerns and observations fuelled the authors’ motivation
to host two international symposia and workshops in Singapore
(2015) and Bangkok (2016) on Design and Social Innovation in
Asia-Pacific (DESIAP). The political agenda behind DESIAP takes
on the heterogeneous characteristics of Asia-Pacific, a region
consisting of a constellation of islands, countries and a continent
where many indigenous cultures have been resilient in spite of
colonization. These events convened academics and practitioners
who are initiating change in Australia, Cambodia, China, Japan,
Indonesia, Laos, Malaysia, Myanmar, Singapore, South Korea, Sri
Lanka, Taiwan and Thailand who generously shared their personal
experiences of actively creating spaces and places for meaning-
ful engagement, skills sharing, capacity building and purposeful
transformation. DESIAP Bangkok 2016 also brought together
leading researchers in the UK and the US whose participatory
practices have strong feminist and post-colonial undercurrents
that recognise difference and pursue questions of power struc-
tures in their sites of intervention. Their participation enabled us to
bring this endeavor into international and comparative focus.

The richness of DESIAP 2015/2016 means there are more insights
and discussions that will continue to emerge from this initiative
than we can discuss in this paper alone. So, here we take a slice
through one of the most complex and central features and pay
particular attention to culturally nuanced way relationships are
foregrounded most strongly, emphasising that all Design and
Social Innovation practices are enabled and conditioned by this
dimension. Our early examination of how relationships are consti-
tuted, nurtured and shaped can help provide ways to discuss why,
what, when and how relationship matters. This contrasts sharply
with other accounts of Design and Social Innovation, such as the
work of Ezio Manzini (2015), a significant Italian authority in this
field and founder of the Design for Social Innovation for Sustain-
ability (DESIS) International network. In his seminal book, Design,
When Everybody Designs: An Introduction to Design for Social
Innovation, he describes ‘collaborative encounters’ as node-to-
node exchanges of resources (time, care, experience, expertise)
to create shared value between individuals. Here, individuals are
considered having free will and choice, skill, ability and resources
to participate in co-producing value. Granovetter’s (1985) social
network analysis of ‘strong’ and ‘weak’ ties are used to further
enhance impersonal and detached descriptions of relations. When
such general descriptions of relations repeat in design reporting, it
compels the notable anthropologist Lucy Suchman to lament the
phenomenon of designers ‘from nowhere’ who continue being ‘ig-
norant of their own positions within the social relations’ (2002, 95)
to continue to omit complex and nuanced conditions that shape
how people are embarking on change. This is not a new critique,
yet we argue that such persistence is also due to the dominant
thinking and circular descriptions of design.

We question the orthodoxies in design while noting that the
authors have been conditioned by such paradigms through our



education, work experiences and where we currently teach and
research in the UK and Australia. Yet inscribing our heritage and
upbringing — one who grew up in Japan and the other in post-in-
dependence Malaysia — is significant to highlight because being
‘othered’” as Asian women living and working among a dominant
group that is taken as a point of reference, is also a condition of
our existence (Minh-Ha 1989). This compels us to recognise our
specific cultural roots as a political act rather than homogenise
them under ‘multiculturalism’, and make these matter in designing.
We seek to trouble literal and static distinctions of cultures that are
assigned to countries, nations or groups of people to recognise
that ideas have been exchanged globally for centuries. This
embodiment of cultural plurality is a shared condition that char-
acterises many DESIAP speakers who are ‘multi-local’ and have
diversity in heritage, language, upbringing and in places where
they choose to live and work.

As mentioned earlier, our agenda is not to set up dualisms or to
displace dominant constructs in design. Following Homi Bhaba
(1984, 127), our work here is to disrupt a dominant gaze and
power, to continually produce slippage and difference to resist
conformity. This discursive process ‘does not merely “rupture” the
[colonial] discourse, but becomes transformed into an uncertainty
which fixes the colonial subject as a “partial” ... “incomplete” and
“virtual™(ibid). By calling out the partial, incomplete and virtual idea
of the dominant constructs of design, we seek to find a ‘middle
ground’ and what the cultural philosopher Thomas Kasulis (2002)
might call ‘complementary gestalt’ or ‘bicultural orientation’ that
side steps simplistic dualisms of West/East, North/South or

even episteme vs phronesis, or integrity vs intimacy. This latter
framework is Kasulis’ (2002, 20) heuristic to understand cultural
difference that are not defined by fundamental distinctions but
rather ‘what aspects of our humanness a cultural tradition tends
to emphasise, enhance, and preserve as central. What is fore-
ground in one culture may be background in another.” The term
‘culture’ is used broadly by Kasulis to include nations, gender,
socio-economic, ethnicity, and subaltern. His heuristic generali-
zation of integrity and intimacy is one axis out of many as a way
to consider what cultures see as central or peripheral, ground

or figure. Similar heuristics appear when Chakrabarty (2000, 18)
talks of analytical and hermeneutic traditions in social scienc-

es where the first ‘evacuate the local by assimilating it to some
abstract universal’, whereas the hermeneutic tradition ‘produces
a loving grasp of detail’ and ‘thoughts intimately tied to places’

to understand the diversity of human life-worlds. Similar patterns
repeat in various discourses to frame a discussion, and we note
that divisions are not that distinct or arbitrary but fluidly oscillate
in-between the two.

Intimacy and Integrity in Design

Kasulis states that intimacy and integrity are orientations that de-
scribe recursive cultural patterns that determine different ways of
relating. The integrity view sees relations as existing externally be-
tween two independent entities. This relation has to be construct-
ed according to an agreed value or principle, for example, treating
another as autonomous agent with the right to self-determination.
Kasulis calls this orientation integrity based reasoning because the
two parties have their own integrity outside the relationship. He
suggests principled people believe in external set of values and

standards that are applied to different situations. These principles,
not the situation, guide the behavior.

In further explaining the integrity orientation, his analogy of sea-
water and sand can be very evocative. Sand and seawater have a
strong relationship. Sandbars affect the formation of waves, and
waves sculpt the sand from the floor that is then deposited on

the shore. Yet their relationship maintains its respective integrity

- seawater remains seawater and sand remains as sand. In other
words, its constitution remains the same - their relationship is
external in its combination. When using this analogy in describing
people, Kasulis explains that formal principles between person

‘a’ and person ‘b’ constitute the integrity view. It makes little
difference who a and b are, which allows the relationship ‘R’ to be
made universal a(R)b. ‘R’ remains constant in relations such as
b(R)c, a(R)d, and R can be expressed as a principle. When a and
b enter into a relation R, it is an external relation where a and b are
essentially unchanged.

The integrity orientation to knowledge is similarly external where
the knower is independent from the known. The integrity of knowl-
edge and the integrity of the knower are maintained by agreed
rules and principles to deal with disagreements and to allow that
any knower can attain the same knowledge. Integrity-dominant
societies see knowledge as available to all, and its public de-
mands that knowledge should be freely shared.

From this, we can see how the integrity orientation is a common
foundation for a number of ethical theories, such as the concept
of human rights, the Golden Rule and Immanuel Kant’s categorical
imperative. Individuality, autonomy and independence are strongly
valued. Integrity-based knowledge values empirical observation
and logical reasoning and can be traced back to the quest for a
pan-cultural ground through Plato, Aristotle, The Renaissance,
Enlightenment and Modernism (Kasulis 2002).

Design theory that emerges from this view is captured well in
Bousbaci’s ‘model of the designer’, discussed earlier. Ethics in
design also emphasises principles that guide a designers’ behav-
ior. For example, Tony Fry’s (2009) Design Futuring: Sustainability,
Ethics and New Practice argues for a complete reconceptualiza-
tion of design for new forms of living; and Ezio Manzini’s (2006)
Design, Ethics and Sustainability: Guidelines for a transition phase
on how to make conscious ethical choices in the steps towards
sustainability. Common to all of this is an integrity-oriented
design discourse where knowledge is rhetorically and persua-
sively presented in rational, impersonal, and publicly contestable
ways. Design knowledge, process and methods are imagined as
universal so it can move easily between places and people, and
this explains why various versions of the Double Diamond and
Stanford d-school models are commonly used.

In contrast to integrity, Kasulis proposes the notion of intimacy
that begins with the assumption of inter-dependency that inher-
ently already has a connection, which seeks to highlight, enhance
or find points of commonality between people. This means to be
engaged in the contextual specificities of the overlap, determining
and changing the very nature of those involved. Using a similar
analogy of the sea, Kasulis describes intimacy like the relationship
between water and salt that becomes seawater when merged.
Their independent identities, as salt and water, disappear to be-
come seawater as an intimate relationship. Intimacy’s
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etymology as innermost is an opening up of one’s thoughts,
feelings and motives. ‘We enter into intimate relations by opening
ourselves to let the other inside, by putting ourselves into internal
relations with others or recognizing internal relations that already
exists’ (Kasulis 2002, 43). Intimacy favours interdependence, rath-
er than independence. This means ‘a’ is partly ‘b’ and vice versa,
and the relation R is a shared, internal one. Rather than defining
things by opposites and isolating parts from what they are not,
intimacy seeks to discover the overlaps that are already there.

Similarly, the knower and known cannot be separated, because
knowledge is relational to the person and reality. This means
knowing is also partly learning about the knower. ‘Intimate
knowledge’s objectivity... is accessible only to those within the
appropriate intimate locus, those who have achieved their expert
knowledge through years of practical experience’ (Kasulis 2002,
35). Knowledge is thus absorbed and incorporated into the
body through praxis, rather than acquired externally and existing
independently to that person. Intimacy is personal, tacit, intuitive,
affective, situated and is achieved through practice.

In design, the intimacy orientation is visible through feminist,
anthropological and postcolonial influences in Human Comput-
er Interaction (HCI), Science and Technology Studies (STS) and
Participatory Design discourses. For example, Shaowen Bardzell
(2010) warns of the danger of demoting cultural, social, region-
al and national differences in promoting timeless and universal
cross-cultural design. Ann Light (2011a; 2011b) writes about
interdependence and problematises computer formalizations that
perpetuate the status quo and argues for plurality and deferred
commitment to values as a way of resisting. Instead of ‘ethics’ and
a principle-based approach, Yoko Akama (forthcoming) pursues
‘mindfulness’ as a practice of unlearning and surrendering when
designing with communities. Other design researchers such as
Rachel Clarke and colleagues (2016) write themselves strongly
into their design accounts to recognize positionality, reflexivity,
the specifics of participation and the established conditions that
shape the contexts in which they intervene. These scholars, who
were also participants of DESIAP Bangkok, argue that we are
already entangled in ecologies of systems and influences, and
any design interventions are from ‘within’ and cannot be seen as
external, isolated or independent.

When we examine empathy in design — a theme for this confer-
ence — it can often emphasise the integrity orientation, framed as
a skill, characteristic, a method associated with user-experience
research or a process like ‘empathetic design’ to gain insight and
inspiration (Kouprie and Visser 2009). See how ‘Open Empathy’
call describes empathy as an ‘essential mental habit’ that informs
human action, where designers ‘separated from the so-called
mysterious-to-them users’ can benefit from ‘introducing empa-
thy into their research processes’ (Cumulus Hong Kong 2016).
Psychological roots of empathy start from separating self and
other where the self is reified and actualised in order to walk in
the others’ shoes to achieve an emotional identification or grasp
the others’ internal frame (DeTurk 2001). This view is problematic
when working across difference as it can omit the positionality of
the perceiver, reinforce divisions of power, ignore unpleasant di-
mensions of empathy to assume people as innately ‘good’ (DeTurk
2001; Gunaratnam 2003). In contrast, the intimacy view of empa-
thy takes a relational, co-constructed encounter, where overlaps

are recognised as much as points of disconnect. In this regard,
empathy can be considered as a communicative action, like a
dialogue, contextually emerging in-between. To see empathy in a
processual way acknowledges its partial incompleteness so ‘con-
nection is worked for, with and through difference’ (Gunaratnam
2003, 102) by those already interrelated to discover how their own
positioning and perspective is fluidly and continually construct-
ed through encounters with one another. This means pursuing
intimacy as an alternative to the way empathy often features in
design, can foreground a different orientation to relating.

In the following section, we pursue the intimacy view to coun-
ter-balance the integrity-oriented tendencies we see dominating in
design and suggest how an intimacy framework can help bring at-
tention to cultural, emotional and relational entanglements that are
integral part of Design and Social Innovation. We selected five (out
of 27) presentations, determined by how we (the authors of this
article) found resonance with and compelling insights in their prac-
tices from an intimacy orientation — a resonance felt and intuited
through our co-presence at the events and through our personal
cultural heritage and backgrounds, which provided a sense of
familiarity. This is could be considered as a ‘methodology’ for this
paper which may trouble design orthodoxy that demand un-bi-
ased, empirical way to evidence data and ‘verify claims’, in other
words, an integrity view of knowledge to rationally and imperson-
ally analyse the presentations and transcripts. Rather, in line with
the paper’s argument, our knowledge here is oriented by pursuing
points where the knower and the known overlap.

An Interrelated World-View

In contrast to most Design and Social Innovation accounts in Eu-
rope and US where open communication, mutual understandings
and individual rights-based approach is assumed and expected,
the presenters selected here work in conditions where hierarchy
and social stratification are prevalent. We take an intimacy orienta-
tion to highlight how relationships are nurtured in such conditions.

In Singapore where top-down authority is revered and unchal-
lenged, Tong Yee co-founded the Thought Collective — a collec-
tion of social enterprises, such as a café, a learning centre and
publishing house —— to foster a culture of trust through conver-
sations. He shares that hierarchy is not about roles but a respect
and recognition of experience; ‘the problem with hierarchy is to
think that | must know, to lead everyone else’, so instead, he tries
to have irreverence for taking oneself too seriously as well as
humility and fascination for experiences that other people have.
This evokes the intimate view of empathy where connection is
co-located through respecting and recognizing experience that
can come from seniority. Respecting hierarchy can mean a culture
of learning from elders. This comes to the fore when M. Ibnur
Rashad ‘walk the ground’ in the kampong kampus in Singapore
where he would meet aunties who sew and weave or uncles who
do carpentry and learn lessons of life in focus and patience. M.
Ibnur Rashad and Tay Lai Hock established the Ground Up Initi-
ative in Singapore to foster social and environmental conscious-
ness through programs and activities that emphasise humanity
and living in harmony with the Earth. Kampong (village) might be
considered as anti-progress or imbue romantic ideas of a by-gone
era in the cosmopolitan vision of Singapore, but Ibnur’s story



shares intimate relationships in the way he refers to members of
the community as aunties and uncles and the cultural traditions of
learning from and respecting elders.

Confucian and Buddhist influence of learning is strongly inflected,
not just from elders and seniors but also features as reflection,
self-cultivation and ‘unlearning’, to awaken new ways of see
interrelatedness and catalyse a continual becoming. We see an
intimacy orientation here where learning about the world is about
learning about oneself (Kasulis 2002). Tong Yee describes this as
another feature of fostering trust in his social enterprise where he
stresses being ‘open to learning is key’ and a ‘learning culture ...
as a culture of beginning’. Knowledge here is not impersonal and
rational, but is shaped by who people are and dependent upon
the company they keep. Joseph Foo, a designer, curator and
teacher in Malaysia chose ‘neighbor’ to indicate learning through
inter-dependent and inter-cultural reciprocity that is aimed for

by his initiative, Neighbor Program, a platform for art and design
students, lecturers and other experts in Southeast Asia region

to participate, share, reflect and respond to local culture and
issues in a global context. This network offers a complementary
gestalt to the model of learning from the ‘West’ or in ‘Western’
frameworks, enabling students from different regions to draw out
connections without seeking homogeneity and promote appreci-
ation of differences in values, thoughts and behaviors. Similarly,
the Dhammagiri Home Project was initiated when Joseph'’s friend,
a Buddhist monk, needed to build a larger home for hill tribe
orphans in the remote province of Mae Hong Son, located in the
mountains of the northwest of Thailand bordering Myanmar. The
project is a labour of love for Joseph, where the project became a
personal and powerful way to learn from others, not just the skills
required to plan, design and construct a sustainable building, but
also the humility to value, playful, educational and spiritual dimen-
sions from the orphaned children.

Hierarchy and social stratification are not seen as barriers,
because when relationality starts with interrelatedness, it means
finding ways to learn from differences and work across divisions,
heard in Tong, Ibnur and Joseph'’s stories. Similarly, Viria Vic-
it-Vadakan is a designer from Learn Education, a social enterprise
that works integrally with various socio-cultural contexts in the
Thai education sector. Viria passionately spoke about access to
education for underprivileged students and the significant chal-
lenges they face, illustrating her talk with experiences of spending
time with families living in poverty and the constant precarious-
ness of their conditions, such as the fear of a bailiff banging on the
door at midnight. Being a teacher herself, her empathy with fellow
teachers who work in difficult circumstances was pronounced,
particularly those who are unqualified in content knowledge be-
cause of requirements to teach across subjects to students from
broken families, and the need to give pastoral care. This indicated
an emotive identification with teachers and students alike where
Viria ‘mirrored’ their feelings, recognizing the intimate, internal
overlaps that already exist. Learning here means to identify what
students’ value and cultivate trusting, authentic partnerships
among the students’ learning circle. Like Kasulis’ view of relational
interaction, such relationships cannot be achieved without the
genuine availability and readiness of the different parties to be
present, which problematises the agency often attributed causally
to designers, techniques and technology for social change.

Emotional resonance is significant here. Tong Yee observes how
trust is high in their social enterprises and the spaces they foster for
dialogue, imbued with an atmosphere of laughter, minimal politics
and tension. These echo Kasulis’ (2002, 28) description of creating
intimate contexts where ‘people feel free to say anything, to share
their inner secrets. Trust permeates the conversation ... there

is no need (indeed no possibility) of censuring or hiding what is
innermost’. M. Ibnur Rashad shares the importance of ‘heartwear’,
suggested as a contrast to ‘software’ (process / mindset / system)
and ‘hardware’ (tools / technology) in design, and the intimacy
orientation is compelling when lonur explains that ‘heartware’
must be part of the software and hardware. This sense of ‘heart’ is
emotion, personality, soul and a sense of self in a design process-
es, systems, tools and technology, which evokes this quote from
Kasulis (2002, 37): ... if | were to lose anything with which | am in
intimate relation — my family, my close friends, my home, even my
dog-eared reference books — | would lose more than something |
have. | would be losing part of myself.” This could be interpreted as
a similar socio-material view argued by many researchers where the
designer and the method they enact cannot be separated, but can
go further to imply a complete interfusion where design process
and technology are imbued by a person’s heart. This intimacy
orientation reminds us that it is impossible for another person to
replace lbnur or his relationships with the aunties and uncles in the
kampong community, even if they are highly trained and equipped
with techniques in co-design.

ltems used and cherished by a loved one can often have this
intimate relationship where the objects almost represents the
person, imbibing their soul after their passing (Kasulis 2002). Yanki
Lee’s Fine Dying project in Hong Kong explores this intimacy in
explicit and poetic ways where the public is invited to speculate
what keepsake they’d like to be transformed into after they die.
The inspiration comes from technology currently promoted by
death care industries where the cremated ashes can turn into a
diamond. A conversation about designing this jewelry seeks to
catalyse conversations among family members about the meaning
of death. While the subject is taboo in Chinese culture, Buddhist
inflections of honoring ancestors and the circularity of life are
sensed in the background. Spirits of loved ones are remembered
through alters in homes, materials imbibe their spirit, and offerings
like Joss paper are burnt to venerate the deceased on special
occasions. This notion of legacy is heard in Yanki’s account of

an elder when participating in the project said, ‘| want to be two
pairs of diamond earrings for my daughters’. The consultation that
followed revealed the daughters’ fear of losing the earrings, and
here, we can relate to such loss that powerfully evokes the fear of
losing one’s mother. Yanki further explains, ‘that piece of jewelry
isn’t about one person but about that relationship’, that suggests
a way of seeing interrelatedness, reminding how connections can
endure beyond an individual and their lifetime. Another example of
a diamond that turns into a dispersal of light in a room also gave
the possibility of the person being ‘with you’ in that moment. This
form of intimacy is more than the body or the imagination, calling
the presence of soul, spirits and life force (chi in Chinese) as an
inseparable constituent of relationships. Again, these are cultural
dimensions that can often be omitted in an integrity-framed world-
view. As Yanki demonstrates, designing can reveal and activate
this connection and becomes an intimate part of this relation-
ship. Poignantly, discussion on dying invited personal comments
from the audience where someone spoke of beauty, release and
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forgiveness when scattering his father’s ashes in the sea, or an-
other’s Hindu belief that the bodly is just a vessel for the soul that
departs as smoke during cremation. These were felt as moments
of intimacy where we each located ourselves in the overlaps in an
interconnected and shared experience, contrasting with standard
dynamics of impersonal questions and debate that take place
during most design conferences.

Even if one might not have any experience or know the com-
munities and contexts described by DESIAP participants, we
cannot ignore the power of these stories. They are spoken from
the personal, intimate knowing of situated accounts, and these
reach out and touch the edges of our own personal, intimate
knowing of being human across contextual, cultural difference.
They evoke our own relational experiences. Audience and readers
alike may recognise these stories as authentic accounts, per-
haps even resonating with their own experiences in the field and
design with communities. This form of intimate knowing positions
oneself as a participant in the story by locating points of entry into
inter-relatedness, rather than starting from rational detachment

to be convinced through intellectual argumentation. As Kasulis
suggests, this intimate knowledge is accessible to those within an
appropriate intimate locus by those who share praxis.

Conclusion: Recognising Intimacy Orientation
in Designing

When the integrity orientation dominates in design, as we

have demonstrated here as methods, techniques, models and
structures, they are described as rational, impersonal, discrete,
externalised principles and entities. Undoubtedly, these also
feature in the DESIAP speakers’ practices, in the double-diamond
process used by Mariko Takeuchi, a design strategy consultant

in Cambodia, and Ingrid Burkett at The Australian Centre for
Social Innovation, as well as in the models of innovation engines
in Japan, shared by Fumiko Ichikawa at Re:Public. These are
powerfully articulate and compellingly persuasive in demonstrating
abstraction and application of design, while also emphasising,
enhancing and preserving the cultures of design so it can be
shared, recognised and communicated pan-culturally. Yet, the
speakers also explicitly or tacitly disclosed dimensions that could
not be articulated in a method, model or principle, revealing that
their practices in social innovation emerged from an interrelated-
ness and embeddedness within their place-based conditions. For
example, Tong shared models of their social enterprise through
highly articulate innovation processes but cautioned how such
models do not lead to innovation, stressing the efforts he person-
ally makes and the culture he nurtures in his social enterprises for
a trusting, learning, humble and respectful relationship through
dialogue. Viria’s approach to social innovation highlighted intimate
ways ‘to be there for the other person’ compared to an ethical
integrity ‘to be fair to the other person’ (Kasulis 2002, 120). Ibnur’s
importance for ‘heartwear’ to be part of methods, techniques and
technology of design, speaks of the irreplaceability of a person’s
heart and soul with designing and what is being designed. This
echoed Joseph’s design of an orphanage, borne out of love and
spiritual embodiment, and Yanki’s story of a diamond that main-
tains interrelatedness with loved ones after their passing, revealing
a world-view where invisible ‘superstitious’ dimensions are always
there, co-evolving alongside societies.

Taken all together, we can start to see the inadequacy of an
integrity orientation of design because it necessarily strips away
certain phenomena, such as the personal, cultural, tacit, affec-
tive and spiritual dimensions that constitute relationships. These
matter, because relationships are the ‘material’ of designing social
innovation practices, contrasting with design that was tethered

to production of objects and confined within ateliers, studios

and work-place settings. This is important because the domi-
nation of an integrity orientation in design also means that it can
prevent ways of revealing, recognising and enhancing the intimacy
between people and seeing constituents as already inter-related.
Working with communities or groups of people is a context rife
with contingency where needs emerge, dynamics change and all
constituents of change process is continually reconstructed (DiS-
alvo et. al. 2013; Light and Akama 2012; Yee and White 2016). The
speakers at DESIAP, and the stories shared by the five presenters
here, is a further reminder to foreground an intimacy view and to
recognise how such intimate dimensions are integral to designing,
and not separate from it.

Many scholars have pointed to cultural heterogeneity as a con-
temporary context of designing with people (eg. Akama 2014;
Bardzell 2010; Light 2011; Winscheirs-Theophilus et. al. 2012)

and the need to acknowledge the multiple and invisible dimen-
sions that are inherently entangled in making change. We need to
sharpen our ways to accommodate difference, so that a practi-
tioner embedded in this space can work with the dynamics, plu-
rality and serendipity of the condition, in other words, the chaos
of messiness and change that demands respect, receptivity and
responsiveness. Instead of searching for common patterns in De-
sign and Social Innovation or replicating ‘successful’ models that
follow well-worn routes of colonialism, we need to broaden our
own frames of design to enhance what Kasulis calls a ‘bicultural
orientation’ or ‘complementary gestalt’ that value both integri-

ty and intimacy orientations in designing. As discussed in the
introduction, this broadening also means to question and disrupt
the dominant gaze and power to produce slippage, resistance to
conformity and call for the ‘partial and ‘incomplete’ way Design
and Social Innovation has been framed from certain world-views.
Embracing heterogeneity means to step outside of circular frames
of reference of design within Europe and the US, and recognise
intellectual developments from other regions as relevant to design
theory and practice without framing them as ‘exotic’, ‘nostalgic’ or
‘mystical’. Various spiritual, philosophical and ontological consid-
erations can enter into design, having already shaped significant
scholars in Asia-Pacific such as Homi Bhabha, Dipesh Chakra-
barty, Nishida Kitaro, Trin T. Minh-ha, Linda Tuhiwai Smith, Gayatri
Spivak, Lao Tzu and more, who question the dominance given to
a particular way of seeing the world. These scholars can inspire
and teach us, to move away from static and banal description of
relationality towards embracing invisible, heterogeneous differ-
ence. The political agenda for DESIAP is to remind the importance
of exchanging ideas through global flows in various directions.

We must shift from a weak form of pluralism towards a strong one
in designing social innovation to embrace and work across cul-
tural differences. An intimacy orientation proposed here could be
one possibility to counter-balance the dominance of an integrity
framing, and to bring relationality to the fore so we may attend to
other kinds of questions, concerns and approaches that had been
omitted from view before. This also means we cannot take social



relationships for granted, nor see it as a backdrop for value-neu-
tral designers to work within, and instead, attend to the situated-
ness of our social, cultural, political and spiritual encounters. The
intimacy orientation can help us acknowledge interrelatedness
while working across culture, geography and conditions, and find
points of connection on the periphery of our work and inquiry that
differs from our own world-view, and to foster respect, resonance
and responsiveness to work with, and through difference.
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ABSTRACT

‘Inside the Aotearoa House’ was an interdisciplinary, cross-cultural
design project that explored how the New Zealand home could

be re-imagined through a bicultural lens. Guiding this was the
whakatauki (proverb), ‘Kia whakatomuri te haere ki mua; we walk
backwards into the future, with our eyes fixed on the past’. This
proverb is connected to the non-linear Maori view of time, ex-
pressing the importance of looking to the past and to ancestors for
guidance. lt is also a powerful metaphor about the importance of
research and how the past can be used to reshape the future.

Our central question was: “How would the things in our homes
look, feel and function if the design process used to create them
were shaped simultaneously by matauranga Mori (Maori knowl-
edge) and Pakeha (non-Maori of predominantly British descent)
design principles?”. With this question, we were directly challeng-
ing the globalised nature of design industries and the affect they
have upon local identity in New Zealand. In laying down this wero
(challenge) the project was an expression of tinorangatiratanga
(self-determination) and kaupapa Maori principles and approaches
to research. It was executed with staff and students from Unitec,
along with industry professionals.

By engaging in collaborative and cross-culturally located design
practices, the research outcomes point toward an interesting set

of principles for increasing empathy. Furthermore, the design out-
comes indicate the emergence of an exciting category of culturally
informed artefacts, engaging viewers and users with other identities
and promoting the development of deeper understanding - without
commodification or misappropriation.

Keywords

decolonising design, speculative design, empathy

Background

New Zealand (Aotearoa) is in a unique cultural position in that it

is both bicultural and a multicultural country (Sibley and Ward,
2013). It is bicultural through the legally binding Treaty of Waitan-
gi that the indigenous Maori signed with the British Crown in
1840, effectively establishing a partnership agreement. It is
multicultural in terms of the profusion of cultural backgrounds its
citizens now identify with. However, the complex, and at times
conflicting, cultural relationship between Maori and Pakeha (New
Zealand European) is by no means resolved. For the most part,
the relationship has not been characterised by partnership and
power-sharing, but rather by political and social domination by the
Pakeha majority (Bateman, Cavanagh, Glynn & Macfarlane, 2007).
The authors add:

This domination progressed through armed struggle, unjust
confiscations of land, biased legislation and successive
educational policies and initiatives that have imposed Pakeha
language and knowledge to the detriment of Maori language
and knowledge (Bateman, Cavanagh, Glynn & Macfarlane, 2007).

In some areas the tide has turned. Maori language and other
customary practices are now finding their way into mainstream
New Zealand. These changes are particularly evident in New Zea-
land’s public cultural institutions such as museums, libraries and
schools. Here, matauranga Maori (Maori knowledge) and tikanga
Maori (Maori protocol) inform the design of spaces and how we
interact in them. Yet, more needs to be done, particularly in the
areas of art and design, to counter-balance mono-culturalism

and its effect on both the New Zealand people and landscape. In
a recent essay exploring bicultural approaches to urban design,
Alan and Smith suggest, “If we accept the claim that a country’s
landscape is a reflection of its culture (Lewis, 1979), we may also
have to accept that the designed landscapes and public spaces
of Aotearoa New Zealand do not often adequately reflect its status
as a bi-cultural nation”. (Alan & Smith, p. 134, 2013).

Part of the continuing problem relates to commercial practice.
Commercial designers in New Zealand exist in an interconnect-
ed global marketplace, and engage with local markets that are
informed by global corporates. They also aim to export designed
artefacts beyond the relatively small national market. Furthermore,
when considering New Zealand’s historical reliance on primary
industries, its shrinking manufacturing base, and its recent history
of colonisation and colonialism, it is no wonder that bicultural or
even multicultural design is largely relegated to tourist attractions,
souvenirs, and governmental initiatives.
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Design Education in New Zealand

Historically the education system in New Zealand has privileged
the majority non-indigenous Pakeha culture. This is at odds with
the supposed bicultural status and foundations of New Zealand.
Here, design education and practices are no exception. For the
most part Design remains wedded to a Euro-American lineage.
The cultural impoverishment of New Zealand design is particu-
larly evident in tertiary education, where students are taught that
design history and philosophy stems from Europe. For designers
in New Zealand this has led to something of an identity crisis,
both aesthetically and philosophically. New Zealand design is

not European, yet neither is it recognisably from New Zealand.
Recently, professional designers and academics attempted to
tackle this problem at the Helix Symposium (Wellington, 2015).
Hosted by the leading tertiary design schools in New Zealand, the
symposium asked: How do we articulate the unique character

of New Zealand design? In response to this, Witehira (2015) sug-
gested the focus be shifted from articulating a unique character to
generating one.

In order to tackle this problem within the specific context of art
and design education, the Department of Design and Contempo-
rary Art at Unitec set-up the Inside the Aotearoa House project.
Here, undergraduate students from a range of art and design
disciplines were invited to participate in the project as their semes-
ter-long studio. During the project students were aware they were
to be part of research into their experiences. Students were given
the challenge of conceptualising how the objects and materials
inside an imaginary New Zealand home might look if conceived
through a bicultural lens.

Through the delivery of this initiative we sought to investigate,
develop and test methods to design from a bicultural perspective.
And it is following from the impulse to engage design with New
Zealand’s bicultural fabric that this endeavour runs tangential to
the normative approaches design research might take in pursuing
empathic methods, or more concisely in developing an under-
standing of the user.

Specifically, this paper explores the research project in two parts.
Firstly, it looks to unpack how the kaupapa Maori research para-
digm shaped the development of the project, its implementation
and the rules of engagement and interaction within the classroom.
Secondly, the paper looks into the experiences of the students.
Finally, it then proposes a bicultural teaching model that enables
Maori and non-Maori designers to effectively engage with Maori
culture, thereby creating design that effectively expresses a bicul-
tural New Zealand.

Project Approach: Applying Kaupapa Maori
Methods to Design

This collaborative project involved staff and students from a
number of art and design disciplines at Unitec including; graphic
design, industrial design, spatial design, visual arts and photogra-
phy. Leading academics and experts in related subject areas were
also brought into the project at various stages. This included Pro-
fessor Charles Ahukarumu Royal (matauranga Maori), Dr Deidre
Brown (Maori architecture) and Dr Damian Skinner (Craft/Object
expert). The overarching method was one of creative speculation;
the project ultimately sought to challenge and provoke, imagining

a future, alternative or desired version of bicultural reality.

Whilst the majority of the students engaged in the project were

of Pakeha descent, they had some appreciation of Maori culture
through interactions within the primary and secondary education
system in New Zealand, and through specific symbolic elements
in sport and mainstream media. This is to say that for the majority
of students Maori culture was not totally foreign, but it was
deemed to be a distinctly awkward space, or too overtly a political
landscape to engage with.

In some ways students were expected to pursue a relatively de-
fault mode of engagement, i.e. to create individual works. Howev-
er, in pursuit of stimulating greater discourse and more importantly
in pursuit of a deeper integration between conventional euro-cen-
tric studio pedagogy and kaupapa Maori methods, the formal
class times were structured in such a way as to encourage col-
laborations between students and across disciplines. To ensure

a level of coherence across the artefacts and images created for
the Aotearoa House, the academic staff supported dialogue within
the project (and across the disciplines) through the use of concept
teams. These concept teams focused on different areas or zones
of the communal living spaces in a typical domestic residence.

A kaupapa Maori research paradigm and strategy was used to
shape the project. This ensured that the project was designed and
undertaken in a way that respected Maori epistemology, a Maori
world-view, and tikanga Maori (Maori practices). This also meant
that the project aligned with the emancipatory goals of kaupapa
Maori research, which support indigenous resistance, question
hegemonic power structures and ultimately support tinorangatira-
tanga. From this research standpoint there were three key areas
of consideration; the use of language (te reo Maori), customary
Maori modes of engagement (tikanga Maori), and engagement
with matauranga Maori (Maori knowledge).

The first critical element of the project was the use of te reo M&ori
(the Maori language). At every possible stage, from conception,
to staff discussions and project structure, through to studio ses-
sions, Maori language was used alongside English. Here, the use
of Maori language is important as a site of struggle and language
revitalisation (Tuhiwai-Smith, 2012). Jahnke contends that, “there
is a co-relationship between the survival of the Maori language
and Maori as a people” (Jahnke, p.30, 2006). At the same time,
using Maori terms to describe Maori things enables a more
authentic engagement and understanding of Maori concepts.
Where art and design is concerned the use of Maori terms also
helps to address, “the incompatibility of Euro-centric terminology
in capturing the essence of Maori visual culture” (Jahnke, as cited
in Paama-Pengelly, 2010, p10).

Tikanga Maori, which encapsulates Maori modes of engagement
in the real-world, also had a critical role in defining how the project
was both designed and run. In figure 1, a number of examples if
tikanga as they were enacted within the classroom can be seen.
Well before studio sessions though tikanga was used to develop
and establish the project itself. In the first instance a number of
hui (meetings) were held to develop the project amongst staff from
a number of disciplines. While hui are related to meetings in the
Western sense, they differ in that there is no predetermined time
limit. To cultural outsider’s hui may appear to be unnecessarily
long and unwieldy. However, as Durie (1999) points out for Maori,



time is concerned less with the predictable completion of tasks
in set time-frames, or punctuality, but rather is concerned with
defining relationships and adding validity to experience.

Figure 1. Tikanga applied in the studio

Within the studio sessions tikanga was also enacted through the
use of both karakia (incantation) and hongi (Maori customary
greeting). Karakia, incantations recited with the staff and students,
were used to open and close each studio session. In validating
Maori ways of undertaking projects these karakia also gave an air
of formality and meaning to what might otherwise be an every-
day classroom experience. The karakia were critical in that they
transformed the working spaces, even if only during sessions, into
a place in which engagement with Maori ideas and knowledge
was safe.

Hongi, the customary Maori mode of greeting was also per-
formed by students and staff at the beginning of every class. This
greeting, which involves the pressing of noses and foreheads
between individuals, is about the sharing of mauri (essence) and
matauranga (knowledge) between individuals. The pressing of
noses connects to Maori cosmo-genealogical narratives about
the creation of man and the first breath, or mauri, being blown
into human-kinds nose. The pressing of foreheads alludes to the
sharing of matauranga or knowledge. Though a small act in itself,
undertaking the hongi requires moving into a very personal space
with your peers, creating a level of intimacy and kinship between
students that is normally not present in the classroom.

Designing the project from a kaupapa Maori perspective, the au-
thors were also careful not create an atmosphere in which Maori
culture and Maori-ness was considered as a “generic” body of
people and experience. As Durie has pointed out, “Maori are as
diverse as any other people - not only in socio-economic terms
but also in fundamental attitudes to identity” (Durie, p.57, 1998).
This approach pushes back against popular design strategies such
as Human-centered design which dehumanise indigenous culture
by assuming they want or need help in solving their own problems
(Irani, L,. et al, 2010). Within studio sessions the diversity of Maori
experiences and tribal cultures was acknowledged through the
highlighting of differences in language, cosmo-genealogical narra-
tive and terminologies relating to visual culture and history.

Contrasting Methods of Enquiry: Blurring the
Observer/Participant Dichotomy

Formal methods for developing ‘empathy and understanding for
designers is typically associated with a desire or requirement

to ensure designed solutions align more closely to the users of
customers that actually exist, as opposed to the fictions design-
ers can otherwise tell themselves. A great deal of development
work has been spent on identifying, appropriating, and adapting
research methods that aid the design profession in aiming their
work at real rather than imagined targets.

Over the last two decades the variety of possible techniques and
methods available to design and design researches has explod-
ed, with new and novel approaches being adapted and co-opted
from across the humanities and pressed into service as support
for design understanding. What many of them have in common
however, is a built-in ‘distancing’ or separation between design-
er (investigator) and user (identity). This separation is in certain
ways a necessity, as commercial imperatives dictate that projects
be delivered on time, and that products meet brand guidelines
and corporate mission statements alongside customer require-
ments. Extracting designers from over-identification with possible
customers or other special-interest groups would likely prove
problematic for a product manager with a portfolio to manage and
deliver on. Certain common-place tools (e.g. the use of ‘perso-
nas’) have recently come under scrutiny for being mis-used, or be-
ing fundamentally mis-leading by virtue of the separation that they
unwittingly promote. In writing about ‘personas’, Portigal (2008)
observed that ‘Any process based in falsehood takes you away
from being genuine ... Rather than create distancing caricatures,
tell stories’.

This project experiments with a more grounded approach, search-
ing for a more resonant platform by which to enable designers to
develop more substantial understandings of design, designing, and
themselves (the designer). The project brief called for a design-led
enquiry into the possibilities afforded by the development of bicul-
turally designed artefacts, and in so doing created an important
subtext or ulterior challenge: can design reframe its own approach-
es to better reflect the identities of those using, consuming, and
designing these artefacts? By opening up the significant challenge
of decolonising everyday designed artefacts to the residents of

the self-same contested territory ensured that each designer that
engaged would necessarily embrace (or reject) the deeper function
of questioning the identity of the various elements.

Researchers of empathic design approaches, along with philos-
ophers and psychotherapists have marked out various positions
along the continuum of distance between the empathiser and em-
pathee (Stein 1917, Lipps 1903, Rogers 1975). Research under-
taken by Kouprie and Visser (2009) is helpful in contrasting these
positions and theories, identifying that the key authors of theories
on empathy ‘describe the movement of an empathiser stepping
into and stepping out of the empathee’s life’.

Living in a world characterised by difference, the challenge in this
project is one of stepping in and out of the many cultures that al-

ready make up the rich environment the designer operates within.
It is less of a question of empathising in the first instance, but per-
haps one of moving past the separating effect of ‘user-focused’
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tools and techniques, and moving into an acknowledgement of
being an active participant in, and between, various cultures and
identities. To this end, the kaupapa Maori approach of employing
language, protocol, and customary knowledge, creates an envi-
ronment for enabling a transitional process whereby the designer
as observer can migrate toward the designer as participant. The
designer effectively, and ultimately explicitly, participating in the
bridging cultures, and performing within what Brown (2011) has
labelled a third space, a space between two or more cultures.
This third-space making approach is the method that the authors
sought to monitor and evaluate the effects of.

Capturing the Student Experience: Indicators
of Empathy and Understanding

The research outcomes point toward an interesting set of prin-
ciples for increasing empathy through engaging in collaborative
and cross-culturally located design practices. Furthermore, the
design outcomes indicate the emergence of an exciting category
of culturally informed artefacts that engage viewers and users with
other identities, and promote the development of deeper under-
standing without commaodification or misappropriation.

In order to capture the assumptions, perspectives, and under-
standings that the student designers had towards their own

and other cultures, we planned on conducting surveys. For the
purposes of developing a comparative lens on the impact of the
project on their understanding, two surveys were planned to be
undertaken during the project - one in the first week, and another
during the last week.

The questions were developed under a framework that reflected
the bicultural focus of the project: Maori & Pakeha. They also
reflected its cooperative, multidisciplinary, and speculative nature.
It was important to ascertain student data on the project-as-con-
text, as this would potentially help frame student response to the
basic typology of the project - potentially illuminating variations or
data in the cultural empathy questions.

This three-part framework (Maori / Pakeha / Project) was devel-
oped into a series of questions that explored each arena in turn

- enabling students to respond equitably, whatever their cultural
background. The question typology was a mix of likert scales
(offering a continuum of 5 descriptors) for questions that related to
a quantity or capability, and open text fields for comments relating
to questions that asked for their thoughts on previous questions
regarding cultural understanding or empathy. The preliminary
question in the surveys asked the respondents to indicate which
culture or nationality that they most strongly identified with. This
was designed to give us a baseline of the cultural makeup of the
whole sample.

Both the section on Maori culture, and the Pakeha focused sec-
tion were structured with the sequence as follows:

e How would you describe the level of your understanding of
(Maori/Pakeha) culture?

* How would you describe the level of your empathy towards
(Maori/Pakeha) culture?

e Describe your emotional response toward being asked to
appropriate or engage with (Maori/Pakeha) customary

knowledge and symbols in your work?
¢ |f you have additional comments to make regarding your
responses to the previous 3 questions, please write here.

The third and final section of the survey was focused on the
nature of the project itself, asking respondents to indicate how
they felt about working in an open, collaborative, and conceptual
arena. These questions were introduced to help diffuse the focus
on the cultural dimension, and more importantly to offer a control
to the cultural dimension of the project. To be specific, it would
help us identify whether students were already unduly distressed
or confused by entering into a multi-disciplinary environment,
and whether they identified strongly with their own discipline. The
questions were as follows:

¢ Please indicate your level of comfort or discomfort when
faced with an ‘open’ or creative brief?

¢ Please indicate your level of comfort or discomfort when
faced with a conceptual (speculative) brief?

® Please name the discipline you currently study.

® Can you describe the level of understanding you have of your
chosen disciplines process and knowledge?

e Can you describe the level of understanding you have of
other, neighbouring creative disciplines processes and
knowledge?

Research Results

The surveys showed the student participants experienced a
variety of transformations throughout the project. In each area a
migration in opinion was visible between the beginning and the
end of the project. What was also visible was the comparative
difference between a student’s understanding of, and empathy
towards another culture.

Of the six questions that pertained to the Maori and Pakeha
cultural dimensions, and required quantitative responses, four
showed a positive statistical variation at the completion of the
project. That is to say that in those four areas respondents felt that
their understanding of that culture improved, they were more em-
pathetic toward that culture, and they felt more positively toward
engaging with that culture through design.

What is more relevant is the difference between the two groups

of culture-specific questions. While respondents grew in under-
standing, in empathy, and in excitement toward design engage-
ment with Pakeha culture, the same respondents only indicated

a positive variation in their empathy towards Maori culture. The
weighted averages for the responses to their understanding of
Maori culture, and their affective response toward design engage-
ment with Maori culture diminished. These results could initially be
read to indicate that the project failed to deliver a positive trans-
formation of student ability to engage cross-culturally. However,
the additional comments that the students made in the spaces
provided shed some light on these numerically negative variations.
Their text-based responses indicate that through deepening their
understanding of Maori culture, the experience had also made
them more cautious, more self-aware, or more respectful to the
complexity or validity of another form of culture and cultural iden-
tity. Three statements made in the later survey are emblematic of
the whole sample, and are featured below:



“Although i wanted to understand the Maori culture, it is very
difficult to grasp the essence of it in such a short time”

“I don’t believe that Maori or any indigenous culture should be
‘appropriated’”

“After this project, | feel like | have far less understanding of
Maori culture than at the beginning. | have learned a lot, but
have also learnt that there is so many meanings to so many
different aspects of their culture”

The most marked transformations evident in the survey data oc-
curred under the questions that related to empathy, as opposed
to the questions pertaining to understanding or to degree of com-
fort in engaging with cultural materials of either Maori or Pakeha
culture. For both cultures, the respondents indicated that their
empathy toward a specific culture had significantly increased. This
increase in the weighted average was double the next nearest in-
dicator for Maori culture, and intriguingly was up another 75% for
Pakeha culture. Considering that the majority of the students par-
ticipating in the project and the survey were of Pakeha descent,
this would begin to indicate that developing empathy for another
culture has a compounding positive effect on your empathy for
your own. Further detailed analysis, and a likely repeat of the en-
tire project will be needed to establish with greater certainty that
this is the case. However, at this juncture it is a positive indication
of the potential gains through this approach.

Conclusion

This paper aims to relay both the application of Kaupapa Maori
methods in the delivery of ‘third space’ cultural design-led pro-
jects, and to begin the process of evaluating the effectiveness

of this approach under the auspices of stimulating an increased
capability of cultural empathy in participating designers. The
outcomes of the research indicate that some significant potential
exists within these methods, and furthermore there are interesting
indications of a development beyond understanding and empathy
in the participating designers where a designer’s identity itself is
undergoing growth.

The authors would like to conclude by saying that this paper is but
an introduction to the various interesting and resonant issues that
the Inside the Aotearoa House project has surfaced, and that fur-
ther work is being undertaken to unfold the application kaupapa
Maori method, the participant experience of third space cultural
design work, and the qualities of the designed outputs that result
from this approach.
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ABSTRACT

This paper outlines the beginnings of an experimental method
which draws on ideas from performance, philosophy, theology and
games theory to position the experiencing empathetic body at the
heart of environmental design practice. This approach consid-

ers authentic design practice as an act of communion of bodies,
artifacts and processes with the aim of affecting belief in a deep
understanding of context.

Intuitive, empathic design requires a feeling interpretative body.
Gendlin’s therapeutic practice of Focusing, and it’s philosophical
extension Thinking at the Edge, uses an intuitive “felt sense” to
achieve authenticity analogous to Polanyi’s conception of tacit
knowing. Empathy however is a relationship with others situated
within context which is developed drawing on Latour’s Actor
Network Theory which situates the felt sense of the designer /
experiencer as an actor in a network of other actors, and Bharu-
cha’s critique of decontextualisation, to form a critical construc-
tion of context (social, historical, economic and cultural) which
aligns designers, users, materials and narratives. This method
of context construction through rituals and habits therefore be-
comes the focus for understanding design as communion and is
explored through experimental, dialogic approaches to environ-
mental engagement.

Keywords

belief, body, environment

This paper focuses on the obligation for design to engage with
the perceived empathy deficit, made global through US President
Obama’s public exhortations for communities to overcome this
deficit in order to productively co-exist. Empathy in this context

is the tool which enables multiple angels to dance on the head

of a pin, the historical analogy of the inter-relationship of ideas
(angels) and space (pinhead). Placing Obama’s domestic focus on
empathy alongside Drone (Hessen Schei, 2015), a documentary
examining the effects on both civilians and service operators, of
perhaps the most significant designed use of alienation to dis-
tance policy from combatants from target from collateral effects,
reveals starkly that empathy is always situated contextually and
ultimately ethically.

The contention of this paper is that authentic placemaking and
designing for place requires a deep approach to empathy, and
that this depth necessitates critical contextualisation. This is the
aspiration of a radical design practice, and the condition of a
practice that recognises that this aspiration is always already just
beyond the practice. As a practitioner, theorist and educator my
position is that design is premised on acts of belief revealing lived
experience as accessible to design interventions. This focus on
belief | want to suggest is more akin to a design theology, where
design is understood as a communion of bodies, artefacts and
narratives; and subsequently the aim of design is focused on the
authentic manufacture of belief. The position paper begins with an
introductory survey of influencing theories in forming the approach
to empathic practice, followed by a two indicative approaches.
The overall aim of this is to outline a framework for the beginnings
of an open public pedagogy for the development of participants
as placemakers.

Implicit in the use and etymology of the word, empathy, is a feeling
body, analogous and perhaps indivisible from the sensory body of
aesthetics. Subsequently there is also the necessity and assump-
tion of a connection or shared human experience. The work of
philosopher and psychotherapist Eugene Gendlin (1982), situates
the feeling body at the centre of a therapeutic practice which he
calls “focusing” where a bodily felt sense acts as a point of integri-
ty within the therapeutic process. The felt sense then becomes an
element which is translated and made meaningful in the context
of the psychotherapeutic process. This translation is inevitably
linguistic, and here we come back to the fundamental requirement
that empathy is expressed through language and particularly
metaphorical language as a means of establishing a common
understanding of experience which is at the core of empathy.



For Lakoff and Johnson (2003), that metaphor is at the heart of
lived experience reflects the learned bodily and environmental
experiences that form us as humans living with other humans.
Language is therefore always embodied, and for Johnson (1997)
Gendlin’'s embodied approach provides a mean of accessing the
reservoirs of embodied experience which are not immediately sit-
uated in conscious manifest experience. This process also mirrors
Michael Polanyi’s (1966) process of considering the importance

of tacit knowing, embodied and subliminal knowledge in scientific
investigation. For Polanyi there is always a domain of knowledge
which is understood tacitly and is beyond explicit definition but
subliminally influences the process of human development.
Polanyi associates the tacit with peripheral vision, an absorbing of
the whole field of vision, which along with the other senses, pro-
prioception, and embodied memory are able to articulate the feel-
ing body or subject within and engaged to its environment, both
physical and cultural; as opposed to focal vision which identifies
and articulates a space which is distinct and detached from the
subject. Both Polanyi and Gendlin have located the significance of
the body through an investigation into (psychotherapeutic or sci-
entific) method and why it succeeds or fails. Whilst both thinkers
also resist an absolutist, instrumental method for interpretation of
the necessarily intangible aspects of unconscious knowledge and
its interpretation through the feeling body it illustrates the impor-
tance of the body in forming an authentic interpretation whether of
self, or of the external world.

This is further elaborated in the architectural design phenomenol-
ogy of Juhani Pallasmaa, who attempts to reinsert the body into
the design process in his book The Eyes of the Skin (1996), which
describes the design process as an absorption into the practising
body of the architect of the environmental, material and contextual
aspects of site into a tacit knowledge which is intuitively manifested
in the architectural design response. In a more analytical and soci-
ological context, this is also mirrored in the Actor Network Theory
of Bruno Latour (2007) which for our purposes conceptualises

the design process as a network of relationships between actors,
who in this formulation include non-human or material actors who
acquire agency within the network. The network in this example
being brought into being through the intentionality of the architec-
tural design process. As a way of thinking about the intuitive design
process, this is in many ways uncontroversial. The assemblance

of the different factors in design as an organisation of material and
conceptual knowledge in sketchbook or studio, and its tacit affect
on design intuition, is well articulated. However, in this context the
network explicitly aligns the intangible and non-linguistic alongside
the tangible and linguistic around a common intent.

Empathy, however, requires a sense of the commonality, or com-
municability, of experience. Pallasmaa argues that there is a physi-
cal experience of space and form which is initially experienced by
the architect both through the model as a scale projection and
through the designed environment which is communicated and
then mirrored in the physical experience of the user in an empa-
thetic spatial relationship which may be separated by seconds,
years or millennia. This is reinforced by the experience of handling
artifacts of historical significance where handlers regularly narrate
the sensation and awe in terms of the mirroring of experience
across time, doing what our ancestors did. This gives added
weight to Latour’s insistence on the significance of material and
non-human actors in the network of meaning, and also affirms the

interrelationship of body and language.

Naming this process as a communion of shared experience invokes
the Christian theology of the sacrament, a communion of people
and artifacts with a common understanding of significance using
the shared metaphor of the body of Christ, perhaps the most artic-
ulated definition of an embodied metaphor. This is where the act of
naming and a shared understanding of that naming, is crucial in es-
tablishing the shared experience. In the act of communion there will
be actors who are experiencing the act as an authentic experience
and also those who will be experiencing the act “inauthentically”
with different intentions, needs and beliefs in this process. Religious
faith in many articulations stimulates a more questioning attitude of
its tenets, than perhaps secular faith does of its tenets in scientific
rationalism. This is where it is important to define the act of belief as
being non-absolute, and where the intangible-embodied and mani-
fest-linguistic definitions necessarily diverge. The participants in the
process may have different definitions of their faith, whether publicly
expressed or not they are vested in the conscious interpretation,
however the commitment to the process itself and an acceptance
of difference renders a level of authenticity in the process. That the
act has endured over centuries, albeit in different incarnations is in
part testament to this authenticity.

Authenticity has long been an aim of design practice, albeit an
aim with competing definitions. This paper aims to situate design
in the context of deep authenticity, a term previously aligned to
deep ecology (Ims & Jakobsen, 2011), which | hope to clarify and
develop in the context of a human centred design practice. In my
formulation of the term, deep authenticity is an approach of align-
ing the design process with a systemic, holistic understanding of
the context in which design occurs. In this definition there is little
that is new, radical or indeed deep. It articulates what most practi-
tioners, design or otherwise, believe that they undertake on a daily
basis; and which is routinely problematised through everyday and
professional critique. This idea of the centrality of belief is at the
core of my contention is that design method can be understood
through as the lens of theological method. The contention of this
paper is that design is cultural in that it is an intervention into the
complex interactions and relations of people and consequently

of artifacts and processes. Assuming cultural to also includes the
human interpretation of nature, this complex set of interactions
and relations can be considered as an ecology or ecologies so
that we can speak of the ecology of design generally and specific
instances in which design occurs. Ecology being synonymous to
a certain extent with the concept of network described previously.
When we enact design we are defining the specific ecology within
the general. Design becomes meaningful within that specific
ecology which initially is intentional on the part of the designer, but
subsequently is reinterpreted within different ecologies. Just as
the Network requires the intentionality to inter-relate a set of ac-
tors; ecology requires an act of belief that the phenomena under
consideration are interacting and interrelating authentically.

187

At this stage it is useful to consider the inauthentic, and also the
problems of the assumptions of a common human experience.
This assumption is at the core of Rustom Bharucha'’s critique

of decontextualisation, a critique which he centres on western
appropriations of elements of Indian performance rooted in specific
social, economic, cultural and familial contexts. In his story essay
When Eternal India meets the YPO (1997) Bharucha describes the
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a cultural event staged for the Young Presidents Organisation, a
group of Presidents of multi-national companies by an Indian cul-
tural organisation desperate to show India’s position in the modern
globalised world. The event is to be an extravaganza which surveys
Indian performance traditions, and therefore brings together per-
formers from across India for this event in the assumed common
spirit of Indian-ness. These are performance forms, each rooted in
place, communities and families, where the performance, itself the
product of years of intergenerational training, expands the expe-
rience of body and time. Each of these are to be summarised in a
moment to satisfy a Western global consumerist attention span and
curated into a generalised effect. The third player in this meeting is
unexpected. The situation of the event is in Mukesh Mills a burned
out bakery compex on the outskirts of Mumbai, used extensively
as a backdrop for Bollywood movies. The residents of Mukesh Mills
are the former workers in the bakery, a working class who have
been cast aside in India’s move towards the global economy. These
urban residents create a blockade sealing in both the YPOs (whose
needs are to leave the site) and the rural performers (whose needs
are to be fed), and it is at this three way point of conflict that Bhar-
ucha leaves us with the question about the assumptions of cultural
exchange and context.

Decontextualisation for Bharucha is a violence where the deep
authenticity of traditional cultural production, often situated in

a context of economic poverty, is transplanted as an image or
process with only the traces of its authentic context. This process
of transplantation is often at the service of intercultural dialogue or
communication and often with the aim of constructing an empa-
thetic relationship between different practitioners or communities.
Bharucha’s analysis requires us to situate the empathetic feeling
body in a social, economic and cultural context, in opposition to
an uncritical illusory empathy manufactured at the service of global
capital. At a trite level, Bharucha’s critique could be summarised
as a failure to undertake a full stakeholder analysis and understand
the stakeholders in the process of the Mukesh Mills event, however
that failure occurs universally on a daily basis across the globe.
The resonance of Bharucha’s essay concerns the assumptions of
cultural production when it ignores the social, the economic, the
historical and traditional. Empathy is easy when you have a restrict-
ed context, everyone can find a common point of humanity just by
being human and ignoring difference. It is the same as celebrating
Barack Obama’s focus on empathy between different domestic
communities without asking whether that empathy extends to the
victims of drone strikes. This we might begin to characterise as a
critical empathy, synonymous with a critical pedagogy, predicted
on an active enquiry into otherness with the aim of establishing a
mutual understanding of contextual difference.

The question of how a context is constituted, and more specifical-
ly the line which determines what is inside or outside of a context
is a driving consideration for Jacques Derrida. In the afterword

to Limited Inc (1988), Derrida draws together a body of thinking
about context to focus on this binary definition of inside and
outside the context. For Derrida, the act of drawing a line, whether
a frame around a painting (ref) or a context around a subject,
defines both the space inside, but also defines a space outside.
This act of definition names the external and therefore brings it
into being within the context. This opening becomes an ethical
imperative to expand the context, in effect redrawing the line
around an expanded context. This new line then creates a new

opening which expands the context further, and so on. A definitive
shared meaning is always deferred, each deferral adding to a
partially tangible contextual meaning which is always in question.
This approach to binaries we can also apply to the ones used in
this text, to suggest that deep authenticity is a process of opening
to the tacit, to the intangible, to the marginal, to the ignored and
the peripheral.

So far this theoretical survey has an implied focus on the role and
obligations of the design practitioner. However, the question of
empathy and deep authenticity requires that we consider the role
and obligations of the user, and more specifically the opportunity
for a public design pedagogy which immerses the user in the act
of communion required to align belief systems in order for that
empathy to occur. In this formulation, empathy between designer
and user becomes an analogue and an incentive for empathy
between different users. The approach takes a cue from lan
Bogost’s (2010) notion of procedural rhetoric, which argues that
the procedural steps in a video game are more persuasive than
the communicated “message”. This is entirely consistent with the
rest of the theoretical framing that | am using, which centres on
the interrelationship of the bodily practice, material world and the
linguistic in influencing belief.

This paper began with an example of the most iconic example
of the alienation between designer, user and subsequent users
through technological distancing. A process of manufacturing
belief through reducing human to human interaction to enable
termination of life through remote warfare. | want to conclude
this paper with descriptions of two attempts to facilitate a critical
empathy with environment through participatory technology.

[glhost (2003) was commissioned for a new technology festival
and developed a prototype analogue augmented reality where

a user undertakes a walk through an urban regeneration zone,
wearing a video headset in which all peripheral vision is removed
to provide a framed focal viewpoint. During the journey, images
reflecting an alternative journey are flashed into the framed vision,
reflecting a different peripheral vision; that of homeless young
people involved in the child sex industry. These young people
were visible presences in the city to those who were looking,

but out of focal vision for the mainstream of working, shopping
participants in the city. The aims of the work were simply to
stimulate a way of looking awry at the diversity of the city and to
view differently. The work is not a stand alone feature, the walk

is accompanied with me, and the user is engaging in a dialogue
about their experience and also about the practicalities of nego-
tiating public space whilst carrying a bodysuit of equipment that
would now fit into a very small phone. The key aspect here is that
there is a practice, the user is undertaking the same process as
myself. The act of active engagement in the environment is the act
of communion which enables the immersion to take place.

Erewash Mysteries (2015) was a creative consultation process for
the Erewash Valley commissioned by a partnership of governmen-
tal and environmental organisations to produce an engagement
methodology for a 10 year landscape development partnership

to improve access, use and engagement in a post industrial
landscape in the British Midlands. The project created a pervasive
game based on the practice of geocaching, which is popular with
families, where participants are given a set of co-ordinates and
have to find a cache containing usually objects left previously to



be exchanged and a notebook that records your find. The project
used a digital version using a game engine and twitter to send
participants a set of co-ordinates for a virtual cache which when
found would invite the respondents to make poetic, text, drawn or
photographic images responding to their feelings about the place
they were in. When they had done so, a new set of co-ordinates
were given and they would continue their journey through the
landscape. Like [g]host, 12 years earlier, the main purpose of the
work was to provide an incentive to view differently, to engage in
dialogue both with family members and also through Twitter in
response to the stimuli. The second was to create an archive of
responses which would inform the development of the engage-
ment methodology and also inform the next phase of the consul-
tation which centred on a process of collaborative map making in
partnership with local cultural organisations. Also like [g]host, the
engagement is centred on an active practice of walking, playing,
discovering, whilst also receiving a narrative stimulus. Unlike [g]
host where the intent of the process was to create an empathy
with specific people and contexts, and to reveal a particular so-
cial, political and economic structure, the Mysteries was aiming for
an open engagement and empathy, the user would be assembling
their own communion of people, narratives and artifacts. The point
of connection was through the shared experience of the journey, a
common landscape, and the fragments of their experience shared
via Twitter which would provide a re-stimulus to me and also ripple
out through social networking.

These processes are not offered here as examples of successful
design interventions applying a coherent design methodology.
They are examples of a thought process about a particular stage
in an evolving and problematic pedagogy for placemaking which |
am terming Communion with all the problems and contradictions
that term requires. The wider process in which this stage sits and
whether it is a staged process at all is still an open question.
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ABSTRACT

This paper presents a study of three older women and their needs
defining accessories, to understand the relationships between
them and their favourite objects, and to clarify why they choose to
wear them. The women were asked to showcase the accessories
in their own home; thus the objects became enablers of conver-
sations about personal life experiences of significance, which
complemented the thrust of the study. This explorative study
generated important information about why the women wear what
they do. The home setting furthermore indulged a free way of
anecdotal conversation and served the study with intimate details
and rich stories. The findings showed that these accessories are
objects with unique personal qualities and choice; this is obviously
beyond their functional and material existence. These findings are
of interest to the wearable health technology community as they
discover possible factors to take into consideration when design-
ing such for the older age group and traditionally designed within
a biomedical model.

Keywords

accessories, older age group, wearable health technology

INTRODUCTION

The starting point for this research paper is to understand why old-
er women wear what they do and what constitutes their reasons for
choice. Investigating current trends in wearable health technology,
wearability and fit to personal style, tend to prevail over technolog-
ical aspects in the consumer’s mind, as people perceive wearable
devices as personal accessories (Mintel, 2015). As an accessory is
a personal object, it relates to the wearer functionally, conceptually
and aesthetically (Genova, 2013). Thus the categories of accesso-
ries extend far beyond the world of fashion (Sicard, 2005), to be
concepts of ultimate extension of the body as objects, which help
define our psychological, social and cultural contours (Trebitsch,
2005). Assuming that accessories are not solely linked to a defini-
tion of either jewellery or fashion, they are seen as representatives
of the self - a visual adjective (Polhemus, 2005).

The aim of the paper is to identify accessories means and pos-
sibilities to be indicators for possible creation of wearable health
devices. These types of devices are traditionally designed within

a biomedical model (Bush, 2015) eliminating an understanding

of personal values attached to the accessories. Other studies
suggest that between 50% and 56% of wearable and assistive
technologies are abandoned by the user and that 15% of these
are never used after purchase (Hocking, 1999). This is critical, as
remote healthcare monitoring in home environments are proposed
as sustainable and cost-effective healthcare solutions, to future
societal challenges (Jamal Deen, 2015). Indeed, social care or re-
habilitation may be built around the use and functionality of these
devices as a healthcare strategy (Dalke, 2016). As both the health-
care monitoring and accessories are worn close to the body, the
accessory is an interesting object to investigate.

Exploring the nature of these types of accessories, accessory
design students from the Design School Kolding in Denmark
were briefed and then asked to go out and visit three women,
aged 60-68 years, in the women’s homes. The social interaction
generated conversations about the women'’s favourite accesso-
ries: jewellery, a functional accessory and a clothing accessory, to
clarify and enhance knowledge about why the women wear what
they do. This objective will be investigated through related work
to contextualise the accessory’s narratives, followed by sections
of the study approach, method and the empirical material. An
analysis and discussion of the findings will be concluded in the
end, followed by a short section on future product development
and relevant work.



Accessory Narratives

With a focus on jewellery, Ahde-Deal’s study of women and jew-
ellery was found to be an inspiration in clarifying personal values

of existing accessories. She states that wearing personal jewellery
provokes experienced emotions — namely valued past times, and
that the jewellery pieces are carriers of tangible memories (Ah-
de-Deal & Koskinen, 2010). Tanderup (2014) argues that jewellery
design carries social and cultural values as a potential to fashion an
identity for the wearer. In a practice-centred light, Wallace designs
digital jewellery, combining contemporary jewellery and personal
emotional significance (2007). She unfolds narratives of personal
values, and reflects these back into design practice of new artefacts
for among others, people with dementia (Wallace et al., 2013). Her
findings point to personal preferences, beauty, enchantment and
wellbeing, to indulge empathic design approaches.

Kettley, Walker and Townsend use archaeological and anthropol-
ogy methods to investigate historical garment pieces (in this study
understood as functional and clothing accessories), to under-
stand the historical culture of garments care and construction, as
possibilities of embedding technology to emphasise health and
wellbeing, for vulnerable users (2015). Their project is interesting
as it breaks the concept of garment up into relational parts that
may support new dress practices with e.g. wearable health tech-
nology. Thus theorizing new knowledge of garment accessories
fosters discussions of the physicality of future wearable health
technology devices.

To examine the nature of accessories as an indicator for possi-
ble creation of wearable health technology, their current state

of wearing accessories is of relevance. This is the case in Silina
and Haddadi’s study of 187 wearables at the market or at various
stages of development and research, in which they conclude, “As
wearables are entering the domain of fashion, it is not uncommon
to see criticism of their unfashionable aesthetics and gadgetry
that do not necessarily consider consumer preferences and a
need to create desire for wearable objects” (2015). In their analysis
they furthermore cover a lack of accessory-like wearables in the
healthcare sector, to be disappointing as patients in their daily life
use the devices (Ibid.).

The mentioned researchers show that in the realm of the acces-
sory, perspectives as narratives, identity and empathy is found
relevant, when designing future wearable health technology. It is
therefore of relevance to understand such perspectives, as well as
how to discover them.

An Empathic Design Approach

To identify empathy in design, several scholars have coined the
term empathic design, in an effort to be better at understanding
users, their situation, and feelings (Koskinen et al., 2003; Kouprie
& Visser, 2009; Postma et al. 2012). Investigating how the rela-
tionship between the wearer and their accessories can function
as drivers to discover possible factors to take into consideration
when designing wearable health technology, “Empathic design
is a research approach that is directed towards building creative
understanding of users and their everyday life’s for new product
development” (Postma et al., 2012:60).

Initiating this deep engagement is a key to leveraging the potential
for participation and co-learning (Wallace et al., 2013). This point
led to the organisation of the study, in terms of the numbers of
women, who participated. The fact that three persons agreed

to take part in the study generated a close personal relationship
between the lead author and the individual women. Due to the
relative number of women, the level of managing several partici-
pants was limited, and made room for the study to fit into the daily
schedules of the women. This fact encouraged the maintenance
of giving individual attention to each participant, and thereby their
successful engagement throughout the study.

The study draws on ethnographic methods developed by Klepp
and Bjerck (2014). In what they call ‘The Wardrobe Study’ they
have researched dress objects that people favour and conse-
quently keep in their wardrobes for a long period of time. These
approaches and methods connect social science with design
research (in line with Koskinen et al. 2012), to generate the ‘acces-
sory showcase’ on which to base the study’s empirical material.

The Accessory Showcase

The first aim of the study was to establish contacts of relational
character between the lead author, the accessory design students
and the women. The connection between the lead author and

the women were made at a local activity centre, where a short
introduction to the project was given. After this, two phone calls
secured the women agreement to a date and time. The women
agreed to let the accessory design students visit them in the their
own home, as a showcase for their accessories. A consent form
explained that is was solely up to the women, what stories they
wanted to tell. They all signed and agreed to audio recordings of
the conversations and to having their photos taken. To help the
accessory design students facilitate the conversations, the lead
author had framed 10 questions as a guideline for them to lean

on if the conversation suddenly needed input or a new direction.
They were furthermore told to divide their team and give each
other certain roles; one to focus on the conversation - keeping eye
contact and being constantly present; another to give photo-doc-
ument the accessories as well as taking photos of the women
wearing them; and a third to keep focus on the audio recording

of the dialogue. To capture the empirical material of the conver-
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sations and to facilitate a calm and comfortable atmosphere, the
accessory design students got prepared for the dialogues to keep
these in continuous flows.

Empirical Material

After the accessory design students visited the women, tran-
scribed the material and wrote their reflections they handed over
the empirical material - three audio recordings, three transcrip-
tions in Danish of the audio recordings, several pictures of the
women and their accessories, and 11 reports of the students’
reflections. The written empirical material was afterwards trans-
lated into English by the lead author. Especially the readings of
the student’s reflections were of great impact when analysing the
audio recordings. This finding is supported by the work of Larsen
and Sproedt (2013) who argue that social interactions are para-
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for innovation in practice — which can be argued also being the
case when designing future wearable health technology.

The category of an accessory may take many recognisable forms
and functions (e.g. hats, umbrellas, socks, scarfs etc.) thus the
lead author divided the focus of the study into three categories of
accessories: jewellery, functional accessory and clothing acces-
sory. These categories should help both the accessory design
students and the women to navigate in their selection of favour-
ites, as well as differentiate the many types of accessories to unify
an understanding of the varying meanings. The jewellery category
is interesting because the women are wearing something that is
not functional. The functional accessory category was guided with
examples of objects that have a second layer added to them i.e.
glasses, hearing aids etc. thus this category is objects that assist
the wearer in some way. The category is chosen to reflect on
functionality and not only aesthetic means of the objects. The last
category is clothing accessories, chosen to include other tactile
qualities to the exploration and to expand the meaning of material
values. Below are the three women and their three favourite
accessories:

Analysis

The study’s qualitative analysis is driven by points of astonishment
(Brinkmann, 2014) and enchantment (Wallace et al. 2013), also
pronounced as abductive reasoning, as it concerns a relationship
between a situation and an inquiry (Brinkmann, 2014). In this case,
the situation is the conversations with the women in their own
homes. The inquiry is to understand why they choose what they
wear. Listening through the audio recordings to analyse qualitative
research material is similar to Revsbask and Tanggaards method
of ‘analysing in the present’ (2015). This method concerns paying
attention to the way the women talk about their favourite accesso-
ries, as well as what they are saying, to convey diverse signifi-
cance, as well as contribute to a sensitive understanding, tone of
voice, laughter and tempo of speech. Some of the stories included
either sad or happy characters, which led to different types of
astonishment and enchantment during the conversations between
the women and the accessory design students.

Capturing such empirical material makes the listener aware of
incidents of astonishment and/or enchantment, used as navigation

points for locating existential meanings for the listeners’ individ-

ual and collective understanding (Brinkmann, 2014). This way of
treating empirical material draws the attention to focus on the
particularities of what the women say about their favourite accesso-
ries, for creating new insight that at the same time also recognises
the similarities (Larsen and Sproedt, 2013). If the analysis was only
given on behalf of the transcriptions of the interviews, to be black
letters on white paper, the information would have been impersonal,
without speech and sounds, to evoke sensory understanding of the
women'’s heartfelt stories. Listening to the sounds of the record-
ings made the experience feel whole - to be ‘tactile’ when the lead
author could hear the women or the accessory design students
grasp the accessories or wear them, and ‘visual’ when listening to
what happened in the room during the conversations. This was the
case with coffee cups and tableware, as the women, as a friendly
gesture served coffee for the accessory design students.

The transcribed material of the interviews, as well as the accesso-
ry design student’s own reflections of the social interactions fur-
ther supported the analysis. This insight gave the lead author the
opportunity to not only listen to the words, but also to justify the
experiences on behalf of the student’s reflections. This supported
the parts of the conversation that were chosen to be of relevance.
Brinkmann (2014) refers to this analytical method as a way to
stumble to allow us to be sensitive to the material. He states that
there are many things to stumble upon in this world e.g. books, art
and everyday episodes that usually are not simple given, as data,
but, at certain times, they may cause us to stumble — and thereby
become data (Ibid: 724). This approach led to the below structure
for the empirical material to be localised in three categories: ‘The
Story behind’, ‘Embedded values’ and ‘Storage’. These categories
explain the different accessories in vertical lines, and were chosen
for their astonishing or enchanting character. Horizontally, the
three categories of accessories frame the relationship between
the women and their chosen objects.

Favourite Jewellery

Common for all the women was that they got emotional to
different degrees while recollecting stories about their favourite
jewellery. Stories were started without hesitation, even though the
content was a sad experience when it happened. This was the
case with W2, who started in a very eager tone, explaining about
her necklace, but after a while shed a tear, because of her lost
husband. The Individual stories are constructed of memories -
memories the women share even with accessory design students
who they had only known for a couple of hours. The chosen jew-
elleries were made of precious metals, as silver and gold. Though,
W1 explains that her ring was not expensive, as this was bought
at a market place. But what is of value to her is that it was her
nephew that picked it for her, as a symbol of the tight relationship
they have in their family. W1’s finger ring therefore becomes a me-
diator to other people of her meaningful and valuable memories.
This insight fostered the understanding of the objects emotional
as well as material value.

Favourite Functional Accessory

Similarly, strong feelings are connected to the women’s functional



accessories. In W2’s case her backpack is of high value to her,
because the material characteristics, which is cork. She explains
that the backpack makes her feel unique and special. She connects
the choice of her favourite object, with a story about her latest trip
to Portugal. Her grandson always wanted to go with her and her
husband, but never made it, as W2’'s husband unfortunately died

a couple of years ago. After this episode, W2 and her grandson
decided to travel together to Portugal. The backpack therefore
becomes a symbol of the shared experiences they had travelling
together to Portugal, as well as representing W2 as a unique and
special person. In W3’s case an iPhone is her favourite func-

tional accessory, as it easily connects her to her loved ones: her
daughters and their children. What is of special interest is that W3
characterise her iPhone as an integrated part of her. She says that
it is like a person to her, and that she does not keep it more than an
arm length away from her and carries it wherever she goes.

Also W2 express that her functional accessory, a pair of glasses is
an essential part of her, and W1 and W3 almost characterise their
choices with bodily features. This gives the functional accessories
unique qualities, beyond their functional and material existence.

Favourite Clothing Accessory

W1’s scarf and cape are picked because of a story about her
former work relations. W2 shares a story about a resident at her
former workplace, who wove the fabric for her jacket. Wearing

it reminds her of the time working at the nursing home. In both
cases the accessories are related to W1 and W2’s former job
positions, and therefore become symbols of their identity at that
time. W3’s explanation of her favourite clothing accessory has
also something to do with this, as she expresses that her skirt is a
great part of her identity. She reasons that this is due to the many
suits the skirt can be part of, festive or ordinary occasions and
that it is classy in its look.

Another noteworthy point of the clothing accessories is the mate-
rial in all three cases wool. W2’s jacket is 20 years old and W3'’s
skirt is 15 years old, and the women still use them a lot. Their
common material gives a certain longevity quality to the objects,
and W1, W2 and W3 mention this value to be the reason why the
objects are chosen to be their favourite clothing accessories.

Student Reflections

One of the accessory design students reflected that since the
interviews with W3 were undertaken in her own home it seemed
to create a free way of conversation. It made it natural for the
accessory design students to ask for personal details about

her accessories. This experience established stories of intimate
character. The women had all different cultural preferences,
backgrounds and history, and yet there is a similar connection
between them, the chosen accessories and their personal values.
The accessories’ embedded feelings are all linked to personal
experiences of significance, and thereby related to the women’s
identity hence their image of themselves. A student meant that the
reason why the women chose certain objects instead of others
was the importance of the accessory’s specific value attributions.
For example, during the interview with W3 one student noticed

that she touched her favourite jewellery a lot while talking about it,
and lit up when recalling some of the memories. When discussing
why the women chose these objects, one could assume that they
are remembrances of both positive and negative experiences of
significance for the wearer. Another student framed this in her
reflection of the interview with W1 that her personal accessories
tell stories about her and remind others of who she is. A third
student claimed that the relation between W2 and her accessories
was that they represent her — who she was, who she is and whom
she wants to be.

Discussion

Handling this sensitive information needs empathic understanding
pointing to the sensual and emotional aspects of the relationship
between the women, their accessories and the accessory design
students. This became clear, when several of the accessory design
students concluded within their reflections, how they were taken by
surprise at the openness and willing contributions from the women
sharing their inner feelings, memories and personal stories.

The objective of this paper is to understand why the women wear
what they do. A relevant note to this is the feeling the accessory
design students had of the women'’s ‘lived’ life and their everyday
life. In this situation, the accessories became enablers for the
women to articulate experiences of significance for themselves.
According to Ahde-Deal people are wearing particular objects

in order to feel closeness to earlier experiences and to people
related to those (2013). This was also the case with W2'’s jewellery,
as her husband gave her the item at a time when her mother was
very ill. W2 furthermore states that her children would find it very
unnatural and strange if she stopped wearing it. The jewellery
therefore allows W2 to keep her memories in a physical object

to be close to her, as an articulator of the relationship to her lost
ones, her mother and husband. With an ambition to incorporate
these inner emotions as aesthetic preferences, engaging directly
with the women in their own home appeared to be a unique
situation. Another finding is the understanding of older women
as social individuals. As referred to in the introduction, studies
have shown that there is a high rate of rejection of wearable and
assistive technologies. The ability to understand personal values
can be an approach to deal with this situation in a different way.

Looking at the different categories, W1’s finger ring, W2’s back-
pack or W3'’s skirt is of significance. For example, W1 describes
how her finger ring symbolises the strong relationship she has with
her nephew and family. W2 explains how her backpack makes

her feel unique and special. W3 were raised in a family without a
mother, and therefore having a concerned father, who was led to
believe that no one had understood the fact that his daughter did
not have a mother. W3 explains that she thinks this is the reason
why it is important for her to look well dressed. She expresses her
feelings about her skirt that is classy and still looks beautiful even
after 15 years of wear. It furthermore makes her be whoever she
wants to be, with a note that no one wears nice clothes anymore —
to mean, that W3 feels special wearing the skirt. The skirt’s qual-
ities become a symbol of her personal values and are therefore

of importance to her. The finger ring, the backpack and the skirt
might seem ordinary to some, but for the possessors they have
character of relational, social and cultural status.
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Informant/Accessory

Favourite jewellery

Favourite functional accessory

Favourite clothing accessory

(W1) 60 years of age

A silver finger ring

A pair of glasses

A woollen scarf and cape

Story behind

“| got the ring for my 40 year birth-
day. My nephew picked it, while
we where at a market place. He
suggested his parents to buy it for
me, as he said — This ring shows
that there is strong connection in
our family.”

“I have had glasses since | was
seven, so for me | cant see a thing
without them. | bought these at a
time when | had a little money. |
like that they are light and thin and
have this special look. It should be
you who wear the glasses. Not the
glasses that wears you!”

“| got it as a present from my
former Scottish colleagues, whom
| worked with in London, when |
was younger.”

Embedded values

“It is not made of expensive
materials, and the design is very
simple, but there are many great
feelings and memories in it. | wear
jewellery | think suits my clothes
and mood.”

“l am very happy for these. They
seem as a part of me, and it’s
hardly that | recognise them. | feel
comfortable when | wear them,
and | like the small details and
colours of the design.”

“| worked in London for some
time. My scarf together with the
cape represents memories from
the good times | had there, the
nice and fine quality it is made of
and the persons | met. They are
like family to me. Also it is nice to
wear. When | wear it, it makes me
happy, and it is a part of me as
well of my life. That’s fun to think
of.”

Storage

“I keep them here (at the sofa
table) or in a drawer nearby my
wardrobe.”

“| wear them all the time, and
when not, when | sleep, | keep
them very close to my bed.”

“| keep the scarf and cape in my
wardrobe. Its to valuable to me, to
have them hanging on the rack in
my entree.”

(W2) 67 years of age

A gold necklace with a gold heart

A backpack made of cork

A jacket of wool fabric

Story behind

“| got the necklace in 1967,

from my former boyfriend, now
deceased husband. | was living
abroad, and got it when visiting
my home as my mother was
becoming ill. A little later she died,
and the necklace became related
with the troubled time, where

he was a great support. | have
almost worn it ever since | got it.”

“ | bought the backpack on a trip
to Portugal with my grandson. He
always wanted to come with my
husband and I, when we should
out travelling Unfortunately we
missed it, so my grandson and |
took a trip together last autumn.”

“| worked at a nursing home for
18 years. And there are just some
residents you remember more
than others. One of them was a
particular lady, who did not come
along that well with the other
residents. So to engage her in
other activities we sat up a loom
at a distant area for her to weave
on. She made the fabric for this
jacket. And the jacket is made
especially for me.”

Embedded values

“It has to be around my neck

and has become a part of me. It
would be loosing a part of myself,
loosing the necklace.”

“It makes me very unique. It is
more fashionable than my regular
backpacks. It’s also of high value
to me, as it makes me think of our
journey and the good memories
from the trip. It is not a piece
everyone wears. That does also
mean something and the reason
why | bought it. It gives me joy and
identity — | like to posses things no
one else have.”

“I'love it. It is my colours and a
pleasure every time | wear it. It is
very valuable to me as it’s a piece
no one else has. It is a nice feeling
wearing it as it is made after my
size. That’s very unique!”




Storage

“My children would see it as very
strange if | stopped wearing it. |
therefore wear it all the time.”

“I have worn many backpacks.
This one | take good care of, and
do not use that often. | keep it in
my wardrobe.”

“It hangs together with my other
precious items in my wardrobe.”

(W3) 68 years of age

A gold bracelet

An iPhone in a leather cover

A woollen skirt

Story behind

“| got the bracelet as a gift from
my husband the morning after our
wedding. The style of it runs in the
family as my mother in law also
got a bracelet in that design for
her wedding. | wear it every day,
even when | do my gymnastics.”

“At first | was sceptic. Then my
daughters convinced me to buy
it. | can quickly communicate via
images from my two daughters
and their children. | can always
reach it, look up interesting ques-
tions, find my way and follow the
weather report. | simply can’t live
without it!”

“I bought it on sale. It is a skirt
made of 45% wool and 55% poly-
ester. Event though | have had for
15 years it is still very suitable. It
is classy without being boring. It’s
festive without making too much
noise.”

Embedded values

“l use my bracelet a lot and it has
become a part of me. | am not
even able to think of, what would
happen if I lost it. It is a very emo-
tional piece for me!”

“| carry it everywhere. It is so
clever, and counts my steps. It is
like a person to me and | am very
happy about it!”

“It's a simple thing, but a great
part of my identity, as it suits
almost every style of dressing. |
have had it since the 90es and the
material combination makes it still
look beautiful. | can be whoever |
want to be in it, and that’s a great
quality for me. | like to dress up.
People do not wear nice clothes
anymore. The skirt is a part of
my image. | wear it often and it’s
suitable for every style!”

Storage

“I have a polish cloth in both my
trolley and my drawer. | clean the
jewellery | wear every day and
keep them in small cotton bags.

| hide them different places in my
house from day to day. You can
never be to secure these days!”

“I normally do not have the phone
more than an arm length away
from me. That is it’s natural place.
When [ am out, it’s in my purse.
When | sleep, it's at my bedside
table.”

“It hangs in my wardrobe.”

Table 1: The analytical framework to define the women’s relationship to their accessories, and why they wear them.
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In this case the shared stories and consent from the women, to
work with the intimate material, the experience fosters personal
engagement between the women, the accessory design students
and the lead author. The observation of the accessory showcase
gave both the authors astonishing and enchanting moments, due
to the women’s different emotional stories, as well as the acces-
sory design student’s personal reflections.

Possible impact on the design of future health
wearables

Wallace advocates that empathic engagement between the
makers, supports this point and user, combined with a strong
relationship, is fundamental for constructing technologies of deep
personal significance (Wright et al. 2008). Her point, as well as
this study’s findings addresses important prospects for design
projects and methodologies of design and manufacture of weara-
ble health technology. One idea could be to let designers engage
with the user group in their social settings to kick-start a design
project. This will give insight into which values are important, when
engaging with other people socially, and opens up for reflection
of how to bring a language of universality into the design process.
In this study, next step could be to engage with the same three
women in other types of social settings than their home e.g. in the
local activity centre.

Silina and Haddadi claim that it is disappointing to see that the
healthcare market sector is not benefitting from accessories as a
form factor for the devices that are used by patients in their every-
day life (2015). With the scenario of future care, the wearable health
technology market should employ designers with understanding of
empathic as well as an accessory way of thinking. In fact, all design
activity surrounding sensitive or vulnerable people especially in the
healthcare field needs to be fully understood (Dalke, 2011). Obser-
vation of interaction with products is key here rather than designer
prescribed ideas and solutions. According to several scholars’
multidisciplinary collaborations is a necessity when designing
future wearable health technology (Toeters et al., 2013; Silina and
Haddadi, 2015; Kettley et al., 2015). For example, Kettley et al.
(2015) believe that a participatory design approach, exploring wear-
able technology, vulnerable user groups, and historical language

of dress, combine new design perspectives for wearables. The
authors of this paper suggest that both older adults and accessory
designers should be invited to join such collaborations.

This study indicates that accessories that are used have a person-
al significance for the wearer — a fact that might impact the design
of future wearable health technology, as current devices are often
abandoned. Instead, designers of future wearable health technol-
ogy should be emphasizing the accessory’s deep relational, social
and cultural capacities. To engage in such projects, the designers’
empathic understanding of the user, as well as understanding
sensibilities in material knowledge and practice is key.

It is therefore found necessary to understand the relational, social
and cultural aspects of the accessory’s role, to empathise design-
ing for that person, to uncover such important life factors.

Conclusion

The accessories, as well as the stories, gave the conversations
astonishing and enchanting moments, which fed the experience
with rich material. These incidents characterise the nature of the
accessory to be an object that:

e Carries the wearers identity

¢ |s embedded with personal and emotional stories

* |s a symbol of experiences of significance to the wearer

e Tells stories about the wearer, and reminds others of whom the
wearer is

e Can be seen as an integrated part of the wearer

® Has bodily qualities

e |s of emotional, memorable and material value to the wearer

These findings discover that the accessory is an object that

not only defines the wearers psychological, social and cultural
contours — it is also a relational object, due to the fact that we are
social creatures. The showcased accessories and their embed-
ded feelings are all linked to personal experiences, and thereby
related to the women'’s identity hence their image of themselves.
This clarify that the accessory is a representation of the women,
who they were, who they are and whom they want to be.

This insight gives the accessory unique qualities beyond its func-

tional and material existence. Such factors are therefore suggested
to take into consideration when designing wearable health technol-
ogy, for the home setting in general, and older women in particular.
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ABSTRACT

In Chinese society like in many cultures, persons with dementia
suffer some level of stigmatisation. For this reason a dementia
research/care centre in Hong Kong (China) initiated the design of
the “dementia experience tool”. Its main goal is to create public
understanding through inviting the general public to experience
dementia. The dementia research/care centre commissioned a
social design research lab team (two of the authors are part of
this) to create the tool, starting from designing empathic tools.
One of the main challenges to design this tool was to find a way
to empathise with a complicated condition such as dementia,
which is an umbrella term for a series of symptoms, as traditional
empathic tools mostly focus on simulation of a specific physical
or mental impairment. Additionally, we explored the possibility of
using the concept of magic. Magic can be defined as “mysterious
tracks: a quality that makes something seem removed from every-
day life, especially in a way that gives delight” [1].

“What if everyday objects become demented?” This was the
speculative design statement to kick-start the creation of a set

of empathic tools to experience dementia. The end result can

be divided in three parts. The first part is the development of the
Brain-man: a character/icon to present the project. Part Il is about
the “Demented City”, an infographic mapping out 11 common
symptoms of dementia in such a way that they were not inanimate
but set in a context. These symptoms were transferred into 11
sets of games, the “Demented Objects”. Part lll is a set of objects
mimicking existing everyday situations like taking an elevator or
taking pills but they all hold a twist, a bit of magic through which
the experience of having dementia is experienced.

Keywords

empathic tools, design, dementia

INTRODUCTION - WHAT IS DEMENTIA?

Dementia is an umbrella term used to describe a variety of psychi-
atric and cognitive symptoms. Psychiatric symptoms may include
personality changes, depression, hallucinations and delusions. On
a cognitive level persons with dementia (from mild to moderate)
mostly suffer from a deterioration of memory (such as amnesia),
difficulties in language and communication (aphasia), the inability
to perform purposeful movements (apraxia) and/or orientation in
time and place (agnosia) [2]. Furthermore, the large majority of the
persons with dementia belong to the group of older persons who
might need to deal with the physical ailments like impaired eye-
sight, hearing or physical coordination [3], [4]. The way dementia
affects daily life is different for each person.

Society’s view on dementia is heavily determined by two inter-
related elements, the vision on the self and society’s vision on

the condition the self is in. Two dominant visions on the self in
