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Our commitment to design education
and research

Russell Kennedy
Icograda President 2009-2011

At the first meeting of the 2009-2011 term
in Beijing, China, the newly elected Icograda
Executive Board unanimously agreed to
revisit the Icograda Design Education
Manifesto to mark the document's 10-year
anniversary. The original manifesto is a

key legacy of Oullim, the 2000 Icograda
Millennium Congress in Seoul, Korea.

This highly significant publication is

the result of an extensive two-year

process of review, research, consultation

and production. Icograda Vice President
Omar Vulpinari and Associate Professor
Audrey G. Bennett (Rensselaer Polytechnic
Institute in New York) co-chaired the

second iteration of the Icograda Design
Education Manifesto. The project was
coordinated by the Icograda Secretariat
under Omar’s project leadership. Professor
Ahn Sang-Soo (Hongik University, Seoul), who
chaired the inaugural manifesto, followed the
process and supported our aspirations.

The anniversary of the original manifesto
was marked in November 2010 with a
four-day event in Jinan, China, hosted by
Shandong University of Art and Design. In
addition to the Manifesto co-chairs, Icograda
was represented by Vice President Xiao
Yong and Past President Guy Schockaert
(1997-1999). Leading design educators,
students and industry representatives
came from around the world to participate
in workshops, exhibitions and a two-day
conference, exploring the theme, “Future
of Design Education,” from the perspective
of educators and industry leaders.

The workshops established innovative
objectives for the manifesto, incorporating
both Eastern and Western reflections on
design education. The Jinan workshop

outcomes were distilled into an essay,
which was subsequently distributed to
international leaders and thinkers in the
field of design education.

While crafting the Icograda Design Education
Manifesto update, it became very clear that
the design profession and education have
changed dramatically since Oullim.

Rapid advances in technology facilitated

the evolution of graphic design into
communication design. Interdisciplinary
collaboration has gained momentum over
the last decade, as has the interface between
design and other areas of study, including
information technology, science, business
and engineering. Postgraduate enrolment
and research expectations for academics
have increased and specialisations in design
management, design thinking and design
entrepreneurship emerged.

The new Icograda Design Education
Manifesto, and its supporting essays,
recognise the changing landscape and
cultural sensibilities of design education.

It addresses trends and identifies goals
that can be used to shape a bright future for
design and those who carry a commitment
to design education.

SNOILJINAOYINI

On behalf of the Icograda Executive Board,

| would like to thank Omar Vulpinari for his
outstanding project leadership, his co-chair
Audrey G. Bennett, Past Presidents Don
Chang and Guy Schockaert and Professor
Pan Lusheng, President of Shandong
University of Art and Design for hosting

the Icograda Design Education Manifesto
10-year anniversary celebrations in

Jinan. Professor Ahn Sang-Soo shared

his wisdom throughout this process. Our
essay contributors, who have served as a
steering committee for the project, offered
diverse expertise and the teams who
translated the Manifesto into the six official
languages of the United Nations made this
vision accessible to a broad audience. The
group was supported by Project Manager, 4

Diala Lada and Managing Director, Brenda
Sanderson at the Icograda Secretariat.

We are grateful for the sponsorship provided
by Fabrica, Favini and Grafiche Tintoretto,
whose support have made the production
of this book possible.

We regard the Icograda Design Education
Manifesto as a vital document that defines
Icograda’s position on design and our
commitment to education. It is a cornerstone
project of the Icograda Education Network
(IEN), which also produces Iridescent:
Icograda Journal of Design Research.

Icograda believes that through this
document we have created the framework
for a solid foundation for design education,
which will benefit current educators and
students and influence their future progress
and practice.

An essential chronology of
the Design Education Manifesto 2011

Omar Vulpinari

Icograda Vice President 2009-2011
Project leader and Co-chair

Icograda Design Education Manifesto 2011

24-27 October 2000, Seoul,

Oullim Millenium Congress

The first Icograda Design Education
Manifesto is presented. The project is led
by Icograda Vice President Ahn Sang-Soo
with Co-chair Sharon Helmer Poggenpohl
and developed in collaboration with an
international group of designers.

The participants represent a geographically,
politically, economically, culturally and
socially diverse cross section of the design
education community, including individuals
from Brazil, China, Germany, India, South
Korea, the Netherlands, South Africa and
the United States.

26 October 2009, Beijing,

Xin: Icograda World Design Congress
Icograda President Russell Kennedy
proposes to the newly elected Icograda
Board of Directors that, ten years later, the
Icograda Design Education Manifesto

be updated to mark its anniversary.

The board unanimously agrees with his
recommendation. Prof. Ahn Sang-Soo supports
the aspiration of an update to the original
document. Vice President Omar Vulpinari
accepts President Russell Kennedy’s invitation
to lead the development of the new edition.

15 December 2009

The Icograda Board edits a shared outline
that identifies the communication design
community’s major educational concerns
and desired advancements. The draft sets
the general guidelines for the development
process of defining, first the official draft
and ultimately the final 2011 Manifesto.

The document starts from the understanding
that the world was once Atlantic centred and
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influenced predominantly by Western
thinking, while more and more we see a
shift in focus as designers around the world
begin to adopt Eastern ideologies. Staying
true to the original manifesto, the board
acknowledges that East and West have
different perspectives on design education,
and while these viewpoints may not entirely
coincide, design education can advance
through both approaches.

Considering the changes in design education
since 2000, several themes emerge as
significant areas for exploration:

« technology: graphic design and multimedia
merging to become communication design
results in new platforms that continue

to change how we create and consume
information

« inter-disciplinarity: new forms of
collaboration and the overlapping of
disciplines within design

« cross-disciplinarity: design collaborating
with other areas of study including science,
medicine, engineering and information
technology

« design research: communication design
seeming to struggle the most to define itself
in this field

« entrepreneurship: design as a stimulus

for innovation and invention (commercial,
cultural, social and environmental)

« design management/design thinking:
design education combining with business
management offers an environment for
design thinking to mature and be understood

10 February 2010
Ahn Sang-Soo representing the East and

Audrey G. Bennett representing the West,
accept to present perspectives and lead
discussions at the 10-year anniversary
celebration in Jinan, China.

1-4 November 2010, Jinan, Shandong
University of Art and Design, Icograda Design

Education Manifesto 10-year Anniversary
Celebration
In the native city of Confucius, a workshop

facilitated by Ahn Sang-Soo, Audrey G. Bennett
and Omar Vulpinari sets the foundation of the
new Manifesto. The participants are design
professionals, educators, researchers and
students from around the world interested

in exploring the future of communication
design education.

16 December 2010

After 60 edits, Bennett and Vulpinari, acting
as Co-chairs, establish the official draft
version of the 2011 Manifesto.

18 January 2011
To open the process to multiple disciplinary

and cultural perspectives, 23 international
design education experts are asked to
review the draft Manifesto and are invited to
contribute to the project by writing essays
on the future of design education. The
information and insights of these essays
serve to expand, integrate and develop the
draft into the final Manifesto.

2June 2011

After careful consideration of the concerns
and foresights expressed by the essay
writers, the Co-chairs complete the final
2011 Manifesto. It is approved in full by the
Icograda Board of Directors.

13 June 2011

Six teams of design mentors and students
are invited to produce unique layouts of the
Manifesto in their own languages (the six
official UN languages) for the opening section
of the Manifesto’s printed publication. This
initiative reflects the educational nature of
the document.

24-26 October 2011, Taipei, IDA Congress

The Icograda Design Education Manifesto 2011

is presented in 6 languages accompanied

by 22 expert essays in a printed publication. F
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Change

Audrey G. Bennett
Co-chair Icograda Design Education
Manifesto 2011

If asked to summarise the experience

of co-chairing the 2011 Icograda Design
Education Manifesto update in one word,

| would choose the word change. What kind
of change? Design change. The disciplinary
and social upheaval of the past decade
warranted an updating of the 2000 manifesto,
and the new manifesto promises transformation.
The word change also illuminates the precise
aim of a manifesto — to engender agency

in the reader. For instance, design changes
the way we communicate, the way we

read and the way we live.

Designchanges _ _ _ _ _________ .

As we looked back, we assessed changes
that have impacted the way that we learn,
teach and practise communication design.
On a global scale, we discovered changes
resulting from technological development
and innovation, economic prosperity in
some regions and recession in others,
environmental challenges and social
networking. Moving forward, the future

of communication design — its pedagogy
and practice — depends on our ability to
transform in order to overcome obstacles.
As a discipline we must invent new strategies
and find resources that reflect inclusivity,
ethics and sustainability, and to nurture
growth and cross-cultural harmony. With
the insight gained from analysing past
occurrences and future expectations,

we made substantial changes to the 2000
Icograda Design Education Manifesto.

We wrestled with the keywords intent

on finding the precise terms to instill
understanding and motivate appropriate
action in the reader. With contributors from
around the world, a transnational problem
emerged that we solved with a face-to-face
workshop in Jinan, China; a Skype conference
call;and tech-mediated, collaborative

writing sessions. Thus, on a personal level,
we experienced cultural, geographical

and technical changes. Our collaboration
epitomises the marriage of technology and
creative production that has occurred over
the past decade and will become even
more prevalent, and perhaps more refined,
in the future as new communication
technologies emerge and connect one

to many for creative action.

I am honoured to have been a part of the
writing of a text that elevates the designer
to an agent of change — culturally, socially,
politically, economically and environmentally.
With confidence and zeal we can now claim
a position alongside politicians, engineers,
scientists, entrepreneurs and economists
who make crucial, potentially life-altering,
decisions. The Icograda Design Education
Manifesto 2011 update and accompanying
essays represent the unified message of a
collective that aims to instill new values and
methods, and to motivate responsible action
in the classroom and beyond. Yet, what the
manifesto aspires to change and what it will
enable over the next decade remains to be
seen. What politics of inclusion will emerge
as designers embrace collaboration with
users and other disciplinary stakeholders?
Will we continue to maintain professional
autonomy? How will designers fare in a
research arena that includes quantitative
methods? How will existing practitioners
attain training in research approaches

and ethical standards? How will the
communication design process change to
accommodate emerging intersensory and
multimodal contexts, environmental values
and accountability?

What form will our future outcomes take?
How will they function? F
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Icograda Design Education Manifesto 2011

Communication design®'

Communication design is an intellectual, creative, strategic, managerial, and
technical activity. It essentially involves the production of visual solutions to
communication problems.

Communication design has become more and more a profession that
integrates the idioms and approaches of other disciplines into a multi-
dimensional and hybrid visual competence.

Today the boundaries between design disciplines are more fluid, thanks
to the sharing of advanced digital tools and knowledge. As the multiplayer
working process assumes a higher complexity, communication designers
need to redefine their role and purpose for an expanded media context
dominated by a many to many conversation mode.

Change: opportunities and challenges

New opportunities and challenges confront the designer. Social, cultural,
technological, environmental, and economical changes over the last decade
have profoundly affected communication design education and practice.

As aresult, the variety and complexity of design issues have increased.

Emerging technologies (e.g. augmented reality, the smartphone, and
social media) have broadened the way that designers communicate to
include intersensory expressions—visual, aural, somatosensory, gustatory
and/or olfactory components. Multi-platform content delivery is now the norm.

Direct, open, and instantaneous dialogue with individual end users
(coupled with economic recession in many countries) has created opportunities
for authorship and invention. Copyright, patent, and creative commons are
now all a part of the communication designer’s intellectual property lexicon.

Designers can virtually serve and interact with the world. Rapid
advancements in communication and information technologies have
globalised the professional context of design and bridged cultural divides
with social networks in spite of perennial language barriers.

There is a dire need for a more advanced ecological balance between
human beings and their natural environments. This environmental challenge
has brought about the need for more sustainable design materials, methods,
and outcomes.

The designer as professional and global citizen
A communication designer:

1. practises identity design; editorial and book design; typography;
information design; advertising; illustration; photography; calligraphy;
signage and pictogram systems; packaging; animation design; broadcast
graphics and film titles; product, web and game interface design; interaction,
environmental and exhibition graphics; data visualisation; and any other
activity of online and offline shaping of visual form.

TT0Z OLSIJINVW

2. possesses the intellectual sensibility and skill, nurtured through
professional experience and educational training, to create designs or images
for reproduction by any means of visual communication.

3. contributes to shaping life and the visual landscape of commerce and
culture towards a peaceful balance.

4, creates meaning for a community of diverse clients and users, not only
interpreting their interests but offering conservative and innovative solutions

as culturally, ethically and professionally appropriate.

5. identifies and frames problems, and solves them collaboratively exploring

possibilities through critical thinking, creativity, experimentation and evaluation.

6. conceptualises, articulates, and transmits identity, messages, ideas
and values into new, updated or mashup products, systems, services and
experiences.

7. uses an inclusive approach that emphasises difference; respects human,
environmental, and cultural diversity; and, strives to achieve common ground.

8. applies ethics to avoid harm and takes into account the consequences of
design action on humanity (individuals and communities) and the environment.

9. advocates bottom-up (through DIY®? and DIWO® facilitation and technology
appropriation) or top-down (through policy) for the betterment of humanity
and the environment.

10. adapts to technological change with ease and embraces the challenge
of learning and mastering new ways to visualise and communicate concepts
across different media and new smart-materials.

11. is a ‘designer’ with a disciplinary focus and brings that expertise to
interdisciplinary collaborations with anthropologists, software programmers,
scientists, engineers, architects and other experts.

The future of design education
Design education is evolving from one to many instruction into many to many.
As a result, it should:

1. instill a compassionate and critical mentality and nurture a self-reflective
attitude and ability to adapt and evolve through innovative learning tools and
methods for communication and collaboration.

2. include the following dimensions: image, text, context, space, movement,
time, sound and interaction.
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3.relay models for cross-cultural and transdisciplinary communication
and for global-market collaboration with industry, users, other design
disciplines and stakeholders.

4. integrate theory, history, criticism, research, and management to increase
the production of design knowledge in order to enhance innovation and
efficacy in respect of environmental and human factors.

5. teach quantitative and qualitative research methods (e.g. ethnography)
to frame and solve problems.

6. inspire professional practice with findings that contribute new knowledge
to interdisciplinary discourse.

7. prepare students for technological, environmental, cultural, social and
economical change. To this end, it should evolve from teacher-generated
projects to more participatory problem definition, enabling students to
democratically address their own concerns and ways of learning with
student-initiated projects.

8. foster in students of all levels, including pre-college, intellectual curiosity
and a commitment to life-long learning. Through outreach programs, design
education should diversify the profession and create opportunities for under-
represented voices to be heard. It should also provide new continued learning
programs for professionals that are ever more in need of skill updating and
research methods training.

9. imbue in students a sense of personal responsibility for the environmental
and social impact of their practice.

Then, the role of a design educator shifts from that of knowledge provider
to that of a mediator who inspires and facilitates orientation for a more
substantial practice.

The power to think the future near and far should be an integral part of design
education and practice through research. A new conception of design aims to
rebalance nature, humanity, and technology, and to harmonise east and west,
north and south, as well as past, present and future into a dynamic equilibrium.

In legacy with the first edition of the Manifesto presented in Seoul in 2000,
we continue in respect of the essence of Oullim—the great harmony.

01.The term ‘graphic design’ has evolved into a General Assembly 2007 in La Habana
plural state of being with many names—graphic is‘communication design.
communication, visual communication, visual 02. Design-it-yourself

design, communication design. The term
identified as most appropriate by the Icograda

03. Design-it-with-others

TT0Z OLSIJINVW
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In the following pages the Icograda
Design Education Manifesto 2011

is presented in the six official UN
languages of Arabic, Chinese, English,
French, Russian and Spanish.

Each language version has been
translated and designed by a
different teacher-student team
in alignment with the educational
nature of the Manifesto.

Arabic Halim Choueiry and Nelly Baz

Simplified Chinese Wang Min
and Song Hao

English Audrey G. Bennett
and Andrew Rarig

French Guy Schockaert and Julie Lay

Russian Alexandra Sankova
and Anna Kulachek

Spanish Santiago Pujol and Daylin
Valladolid Pérez
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ICOGRADA
DESIGN

EDUCATION
MANIFESTO
MMX|

Communication Design'

Communication design is an intellectual, creative,
strategic, managerial, and technical activity. It
essentially involves the production of visual solutions
to communication problems.

Communication design has become more and more a
profession that integrates the idioms and approaches
of other disciplines into a multi-dimensional and hybrid
visual competence.

Today the boundaries between design disciplines are
more fluid, thanks to the sharing of advanced digital
tools and knowledge. As the multiplayer working
process assumes a higher complexity, communication
designers need to redefine their role and purpose for
an expanded media context dominated by a many to
many conversation mode.

1. The term ‘graphic design’ has evolved into a plural state of being with

many names—graphic communication, visual communication, visual design,
communication design. The term identified as most appropriate by the Icograda
General Assembly 2007 in La Habana is ‘communication design.’

Change: Opportunities & Challenges

New opportunities and challenges confront the
designer. Social, cultural, technological, environmental,
and economical changes over the last decade have
profoundly affected communication design education
and practice. As a result, the variety and complexity of
design issues have increased.

Emerging technologies (e.g. augmented reality, the
smartphone, and social media) have broadened the way
that designers communicate to include intersensory
expressions—visual, aural, somatosensory, gustatory
and/or olfactory components. Multi-platform content
delivery is now the norm.

Direct, open, and instantaneous dialogue with individual
end users (coupled with economic recession in many
countries) has created opportunities for authorship and
invention. Copyright, patent, and creative commons

are now all a part of the communication designer's
intellectual property lexicon.

Designers can virtually serve and interact with the world.
Rapid advancements in communication and information

technologies have globalized the professional context of

design and bridged cultural divides with social networks

in spite of perennial language barriers.

There is a dire need for a more advanced ecological
balance between human beings and their natural
environments. This environmental challenge has brought
about the need for more sustainable design materials,
methods, and outcomes.

ICOGRADA
o] = [c]]
EDUCATION
MANIFESTO

TT02 OLS3I4INYW NOILYING3 N9IS3A YAYY90II

25



AOYL - 9THVYY MIYANY ONY LLIINNIE "9 AJ¥anY

The Designer as Professional & Global Citizen

A COMMUNICATION DESIGNER:

Practices identity design; editorial and book design; typography; information
design; advertising; illustration; photography; calligraphy; signage and
pictogram systems; packaging; animation design; broadcast graphics and film
titles; product, web and game interface design; interaction, environmental and
exhibition graphics; data visualization; and any other activity of online and
offline shaping of visual form.

Possesses the intellectual sensibility and skill, nurtured through professional
experience and educational training, to create designs or images for
reproduction by any means of visual communication.

Contributes to shaping life and the visual landscape of commerce and culture
towards a peaceful balance.

Creates meaning for a community of diverse clients and users, not only
interpreting their interests but offering conservative and innovative solutions
as culturally, ethically and professionally appropriate.

Identifies and frames problems, and solves them collaboratively exploring
possibilities through critical thinking, creativity, experimentation and evaluation.

© ® Q@ ©

Conceptualizes, articulates, and transmits identity, messages, ideas and values
into new, updated or mashup products, systems, services and experiences.

Uses an inclusive approach that emphasizes difference; respects human,
environmental, and cultural diversity; and, strives to achieve common ground.

Applies ethics to avoid harm and takes into account the consequences of
design action on humanity (individuals and communities) and the environment.

Advocates bottom-up (through DIY? and DIWO? facilitation and technology
appropriation) or top-down (through policy) for the betterment of humanity
and the environment.

Adapts to technological change with ease and embraces the challenge of
learning and mastering new ways to visualize and communicate concepts
across different media and new smart-materials.

Is a ‘designer’ with a disciplinary focus and brings that expertise to
interdisciplinary collaborations with anthropologists, software programmers,
scientists, engineers, architects and other experts.

2. Design-it-yourself
3. Design-it-with-others

ICOGRADA

DESIGN
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The Future of Design Education

DESIGN EDUCATION IS EVOLVING FROM ONE TO MANY INSTRUCTION INTO MANY
TO MANY. AS A RESULT, IT SHOULD:

Instill a compassionate and critical mentality and nurture a self-reflective attitude
and ability to adapt and evolve through innovative learning tools and methods for
communication and collaboration.

Include the following dimensions: image, text, context, space, movement, time,
sound and interaction.

Relay models for cross-cultural and transdisciplinary communication and for global-
market collaboration with industry, users, other design disciplines and stakeholders.

Integrate theory, history, criticism, research, and management to increase the
production of design knowledge in order to enhance innovation and efficacy in
respect of environmental and human factors.

Teach quantitative and qualitative research methods (e.g. ethnography) to frame
and solve problems.

Inspire professional practice with findings that contribute new knowledge to
interdisciplinary discourse.

In legacy with the first edition of the Manifesto presented in Seoul in 2000...

ICOGRADA

DESIGN
EDUCATION
MANIFESTO

@ Prepare students for technological, environmental, cultural, social and economical
change. To this end, it should evolve from teacher-generated projects to more
participatory problem definition, enabling students to democratically address their
own concerns and ways of learning with student-initiated projects.

Foster in students of all levels, including pre-college, intellectual curiosity and a
commitment to life-long learning. Through outreach programs, design education
should diversify the profession and create opportunities for under-represented voices
to be heard. It should also provide new continued learning programs for professionals
that are ever more in need of skill updating and research methods training.

@ Imbue in students a sense of personal responsibility for the environmental and social
impact of their practice.

Then, the role of a design educator shifts from that of knowledge provider to that of a
mediator who inspires and facilitates orientation for a more substantial practice.

The power to think the future near and far should be an integral part of design
education and practice through research. A new conception of design aims to
rebalance nature, humanity, and technology, and to harmonize east and west,
north and south, as well as past, present and future into a dynamic equilibrium.

we continue in respect of the essence of Oullim—the great harmony.
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Icograda Manifeste sur I’éducation du design

Icograda Manifeste sur I’éducation du design

Le terme «design graphique » a évolué de maniere plurielle.
Le communication design est une activité intellectuelle, créative,
Beaucoup d’appellations se sont fait jour — communication graphique,
stratégique et technique. Il vise a produire des solutions visuelles
communication visuelle, design visuel, design de communication.
destinées a résoudre des probléemes de communication.
Le terme le mieux approprié — selon I’ Assemblée Générale Icograda

qui s’est tenue a La Havane en 2007 — est « communication design ».

Le communication design inteégre le vocabulaire et les pratiques
d’autres disciplines. C’est un modele de compétences visuelles
hybrides a dimensions multiples.

Les frontieres entre les disciplines de mise en forme sont aujourd hui
plus perméables, grice au partage des outils numériques

et des connaissances. A mesure que leur contexte médiatique s'élargit
et inclut d’autres intervenants, les designers de communication

sont attraits a redéfinir leur réle et leurs objectifs.
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Le changement : défis et perspectives

La profession est confrontée i de nouvelles ouvertures et a de nouveaux
défis. Ces dix dernieres années, les bouleversements sociaux, culturels,
technologiques, environnementaux et économiques ont profondément
affecté la formation et la pratique du communication design. La variété

et la complexité des questions liées i son exercice se sont multipliées.

Les technologies émergentes (par exemple: la réalité augmentée,

la téléphonie intelligente et les médias sociaux) ont élargi la maniere
dont les designers communiquent, étendant leur pratique a des valeurs
intersensorielles — visuelles, auditives, physiologiques, ustatives et/ou
olfactives. La fourniture de contenus multiples est devenue la régle.

Le dialogue direct avec l'utilisateur individuel et la récession économique
ont redéfini les conditions de paternité créative et d’invention.

Le copyright, la patente et la gestion des droits de propriété intellectuelle
font maintenant partie du vocabulaire du communication design.

Les créateurs graphiques peuvent virtuellement servir et interagir
avec le monde entier. Les progres en matiere de communication et

de technologies de I'information ont globalisé le contexte professionnel
et les réseaux sociaux ont dépassé les divisions culturelles en dépit

de la barriere persistante des langues.

1l existe un besoin criant pour un meilleur équilibre entre les humains
et leur environnement naturel. Les défis écologiques ont imposé

au communication design la nécessité de matériaux, de méthodes

et de résultats durables.

Icograda Manifeste sur I’éducation du design

Icograda Manifeste sur I’éducation du design

Le designer comme professionnel et citoyen

Un communication designer:

pratique la création d’identités; la mise en forme
de textes et de livres; la typographie,
la création de systemes d’information;
la publicité; l'illustration; la photographie;
la calligraphie; la signalisation et les systemes
pictographiques; I'emballage; I'animation;
le graphisme des médias de diffusion et
le titrage de cinéma; la création d'interfaces
de produits, de sites web et de jeux;
le graphisme d’interaction, d’environnement
et d’exposition; la visualisation de données;
et tous les autres domaines de mise en forme
en modes direct ou connecté.

possede la sensibilité intellectuelle et les compétences
— nourries par l'expérience professionnelle et
la formation — pour créer des mises en forme
ou des images reproductibles par n’importe
quel moyen de communication visuelle.

contribue i modeler la vie et le paysage visuel
du commerce et de la culture vers plus
d’harmonie.

crée de la signification pour des clients et
des utilisateurs de toutes origines,
non seulement en interprétant leurs intéréts
mais en leur offrant des solutions répondant

a une culture et une éthique.

identifie et circonscrit les problemes, et les résout en
collaboration gréce a la réflexion critique, la
créativité, l'expérimentation et I"évaluation.
conceptualise, exprime et transmet des identités,
des messages, des idées et des valeurs via des
produits nouveaux, actualisés ou composites,
des systemes, des services et des expériences.
utilise une approche inclusive soulignant
la différence; respecte la diversité humaine,
environnementale et culturelle; et s'efforce
de dégager des valeurs communes.
pratique la déontologie et prend en considération
les effets du design sur les individus,
les communautés et l'environnement.
se fait le défenseur de l'information collégiale (par la
facilitation et I'appropriation technologique)
ou magistrale (par la diffusion de regles).
s’adapte au changement technologique et embrasse
les défis d’apprentissage et de maitrise
des nouveaux moyens de visualisation;
communique a travers différents médias
et les nouveaux matériels intelligents.
se-montre un concepteur méthodique et étend son
expertise a d’autres disciplines, collaborant
avec des anthropologues, des développeurs
de logiciels, des scientifiques, des ingénieurs,

des architectes et d’autres experts.
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Le futur de la formation en design

La formation en matiere de design évolue de

Uindividuel au collectif, et du collectif au collectif.

En conséquence, elle devrait :

instiller une mentalité critique et nourrir une
attitude d’autoréflexion, de méme qu’une
capacité a s’adapter et a évoluer via des
outils et des méthodes d’apprentissage
nouveaux.

inclure les dimensions suivantes: image, texte,
contexte, espace, mouvement, temps,
son et interaction.

relayer des modeles pour la communication
interculturelle et transdisciplinaire,
et pour la collaboration dans un marché
global avec les industries, les utilisateurs,
d’autres disciplines de création
et les commanditaires.

intégrer la théorie, I'histoire, la critique, la
recherche et la gestion en vue d’augmenter
la production de connaissances et soutenir

l'innovation et I'efficacité dans le respect

des facteurs humains et environnementaux.

enseigner les méthodes de recherche quantitative
et qualitative (comme en ethnographie,
par exemple) de maniére o encadrer et
résoudre les problemes.

élargir la pratique professionnelle aux découvertes
qui contribuent a étendre le discours

interdisciplinaire.

préparer les étudiants au changement
technologique, environnemental, culturel,
social et économique. A cette fin, elle devrait
évoluer de I'enseignement magistral a une
définition de problemes plus participative,
permettant aux étudiants d’aborder
leurs propres préoccupations et méthodes
d’apprentissage au départ de projets générés
par eux-mémes.

soutenir aupres des étudiants de tous niveaux —
y compris dans le pré-universitaire —
la curiosité intellectuelle et un engagement
envers un apprentissage tout au long de la
vie. Au travers de programmes d’assistance,
la formation au design devrait diversifier
la profession et créer des ouvertures afin
de permettre a des groupes minoritaires
de s’exprimer. Elle devrait aussi proposer
des programmes de formation continuée
pour les professionnels toujours a la
recherche d'une mise a jour de leurs
compétences ou de techniques de recherche.

soutenir chez les étudiants le sens de la
responsabilité personnelle quant a l'impact

environnemental et social de leur pratique.

Icograda Manifeste sur I’éducation du design

Icograda Manifeste sur I’éducation du design

Des lors, le role du formateur en design évolue de celui d'un fournisseur
de connaissances a celui d'un médiateur capable d’inspirer
et faciliter I"évolution vers une conception plus complete du métier.
La capacité de penser, par la recherche, le métier i court et i long terme
devrait faire partie intégrante de la formation et de la pratique
du design.
Une nouvelle conception du design vise i repositionner
Héritiers de la premiere édition du Manifeste,
la nature, I'’humanité, la technologie, i harmoniser lest et I'ouest,
présentée a Séoul en 2000,
le nord et le sud, de méme que le passé, le présent et le futur
nous poursuivons ce projet,
au sein d’un méme équilibre.

dans le respect de « Oullim »,

la grande harmonie.

Palatino
Hermann Zapf Today
Deutschland 1918 Volker Kiister

Deutschland 1941
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KOMMYHWUKATUBHbBIW AU3AWH'— 5T0 AeATENbHOCTb, BKIIO-
YaroLLanA MHTeNNEeKTYanbHbIA, TBOPYECKUI, CTPaTErnyecKum, ynpas-
NIeHYECKMIN U TEXHUYECKMI acneKTbl. Ero uenb— npeanoxuTb
BM3yasibHOE peLleHve NpobneM B 06/1acTV KOMMyHUKaLMK.

Co BpeMeHeM KOMMYHWKaTVBHbIN AM3aiiH Bce 60/blue CTaHOBUTCA
Takol npodeccueit, KoTopaa crocobHa 06beANHUTL BCEBO3MOM-
Hble CTUM M MOAXO0AbI APYrMX AUCLUMMNIIMH U CNaATb U3 pasHoobpas-
HbIX 3/IEMEHTOB MHOMOMEPHbIE BU3yaslbHble AaHHbIe.

MpaHuLbl Mexay OTpaciAMM Au3ariHa HblHe cTanun 6osiee NOABUK-
HbIMK 61arof4apA UCMOb30BaHUI0 MPOABUHYTHIX LMGPOBLIX TEXHO-
NIOrWR 1 3HaHui. B cuny Toro, 4to pabounin npouecc, BoBeKalo-
LM MHOECTBO Y4acTHUKOB, NpeanonaraeT 60MbLLYI0 COKHOCTb,
Meguna-pausanHepaM Heo6xX0AMMO NepPeoCMbICIUTL CBOIO POJib
1 uenu paboTbl TaK, YTobbl OPUEHTUPOBATLCA Ha PacLUMPEHHBIN
Me[ua—KOHTEKCT, yNpaBAAEMbIN B peXMMe ANCKYCCUMU, B OCHOBE
KOTOPOIN — KOMMYyHUKaLWuA, nofobHan KoHdepeHL—CBA3W.

2011

nepeMeHb: nNpobnewmdsl

%I

nepcnexTWB b

"TepMuH «epagpudeckuli dusadiHy
3B0/T0YUOHUPOBAT 8 HEOOHOPOO-
Hyl0 CMPYKMYypy, KOMOpas B0~
4aem 8 cebsa MHOMEeCmB0 Ha36a-
HULL: 2pa@UHECKaR KOMMYHUKAUUS,
BU3YQ/TbHOA KOMMYHUKAUUS,
BU3Ya/IbHbIL AU3AUH, KOMMYHU-
KamusHbIt du3adH.

KommyHuKkamusHeIl du3aliH —
mepMuH, npuHAmMbIU eHe-
paneHoli accambrieel Icograda
8 lasare 8 2007 200y 8 Kade-
cmse Hauboree nodxodAalezo.

[u3aiiHep NOCTOAHHO BCTPEYAETCA KaK C HOBbIMM NMepCreKkTYBamy,
TaK 1 ¢ npobneMamu. CoumarnbHble, KyNbTypHble, TEXHONIOrUYeCKue,
3KOHOMMWYecKne NpeobpasoBaHUA, 3KONOrMYecKne nepemMeHbl
B TeueHue nocsiefHero AecATUIETUA MY60Ko 3aTPOHYIM M MpoLiec-
Cbl 06yYeHUA, U NMPAKTUYECKYI0 OeATeNbHOCTb B chepe KOMMYHM-
KaTMBHOro An3aiiHa. B pesynbTaTte 3T0ro Bo3pociu KONMYeCTBO
U CJIOXHOCTb paspabaTbiBaeMbiX TEM.

BosHuKalowme TexHonormm (cpeam HUX TaKue, Kak BUpTyanbHadA
peanbHOCTb, CMapThOHbI, coLMasibHble CETW) pacluMpUIM BO3MOMK-
HOCTW OM3alHEepoB M MO3BOMUIM COYETATb HECKOJBbKO YyBCTB —
OHOBPEMEHHO MCMONb3YIOTCA BU3yasibHble, aKyCTUYECKne, coMa-
TOCEHCOPHbIE, BKYCOBbIE U/MNIN 0BOHATESNbHBIE KOMMOHEHTLI. MHO-
ronnaTPpopMHbIA KOHTEHT HblHE ABIAETCA HOPMOW.

[psAMoW, OTKpPbLITEIA, MITHOBEHHBIA AManor ¢ KOHeYHbIM MoJb30-
BaTeNieM (B COMeTaHMM C IKOHOMUYECKOM peLeccuenn BO MHOMMX
CTpaHax) Bbi3Basl POCT BO3MOMHOCTEN A/1A aBTOPCKUX U30bpeTe-
HWI. ABTOpCKoe, NaTeHTHOE NPaBo M 3aKOHbI, CBA3AHHbIE C TBOP-
UYECKOM [eATesIbHOCTbI0, Ternepb ABMAIOTCA YacTblo JIEKCMKOHA,
aCcCoOUMMPYIOLLEroCA C UHTENNEKTYaNlbHOM CO6CTBEHHOCTbIO KOM-
MYHUKAaTUBHbIX AU3aliHEepOB.

[u3zaliHepbl MoryT AUCTaHUMOHHO paboTaTb U B3aMMOLeNCcTBOBaTh
€O BCEM MUPOM. BbicTpble ycoBEpLLEHCTBOBAHMA B KOMMYHUKALMAX
N MHPOPMALMOHHBLIX TEXHONOMMAX 06BbeAUHUAN NpodeccuoHarb-
Hylo cpefly AU3aiHepoB M C NMOMOLLbIO COLManbHBIX CEeTel Npeoao-
Nenu KynbTypHble pasnnMuna, HECMOTPA Ha A3bIKOBLIE 6apbepbl.
B To e BpeMA cyLlecTBYeT KpalHAA Hy»Kaa B 6osbluein paspabo-
TaHHOCTU BOMpoOCa 3KoNlornyeckoro 6anaHca Mexay noabmu
1 OKpyatoLen ux npupoaHom cpefon. NpobneMbl,cBA3aHHbIE
C 3Koslornei, TpebyoT NOBLILLEHHOr0 BHUMAHUA K TOMY, YTo6bI
MaTepuansl, MeTofbl U pe3ynbTaTbl AeATESIbHOCTM He HaHOCUU
ylepba oKpyatoLLen cpefe.
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OVn3anHep-npodeccroHan

U

rpaXjgaHWH MUPa

KOMMYHUKATUBHbIA OU3AAHEP:

PABOTAET/ OBJTAOAET/ CrOCOBCTBYET/ CO3AAET/ PACTIO-
3HAET W OYEPYMBAET/ KOHUETMTYAJIN3UPYET/ [10J1b3Y-
ETCA/ NMPUMEHAET/ MPOMATAHAONPYET/ JIETKO IPUCIIOCA-
BJ/IMBAETC/ ABJIAETCA «N3ANHEPOM>»

PABOTAET Hag KopriopaTuBHbBIM CTUIIEM; U3AATENbCKUM U KHUKHBIM
[AM3aiHOM; TUMorpadmKow; MHPOPMAaLIMOHHBIM OM3aHOM; PeKnaMow;
wnnoctpauvamy; doTorpaduen; Kanamrpaduen; aeHTUGUKaLMOH-
HbIbIMW KOMMMIEKTaMX 1 JIOFOTUNaMU KOMIMaHWW; AU3aiHOM YMaKoB-
KWi; @aHUMaUMOHHLIM u3aiiHOM; paspabaTbiBaeT rpaduKy B Tenenepe-
JAavax v TUTpbl K dunbMaM; AvsanH HTepdelrica pasn4Hon NpoayK-
LMW, MHTEPHET—-CANTOB 1 KOMIBIOTEPHBIX UMP; NMPOEKTUPOBaHWE B3au-
MofencTeuA, rpaduKy B chepe 3KoorUM U BbICTABOK; BU3yanu3aumio
[aHHbIX, & TaKMKe COBEpLUAET Jlobble Apyrie AencTBUA B 061acTu cos-
AaHnA BU3yasbHbLIX MOAEseN B perunMe OH- 1 odpanH.

OBJIALAET yMcTBEHHbIMU CMOCOBHOCTAMU M HaBblKaMu, BOCMWUTaH-
HbIMM B MpoLecce 06y4eHnA 1 NpodeccMoHanbHOro onbiTa, KoTopble
HeobXxoauMbl ANA co3aaHnA 0GOPMNEHNA UM U306parKeHNs B LIENAX
BOCMPOM3BEAeHUA BU3YasibHOM KOMMYHWUKaLMK NtobbIMM MeToaaMu.

CMNOCOBCTBYET ¢opM1poBaHuio ECTECTBEHHOW BUOVMOM NEPCMNEKTU-
Bbl Ky/IbTYpbl U KOMMEPLIM B HAaMNPaBIeH!N MX MYPHOIo paBHOBECKA.

CO3OAET cpeactea ansa ¢opMmypoBaHuA cooblyecTBa pasnnd-
HbIX KNIMEHTOB W MOJib30BaTeseil, He TOJIbKO NpeAcTaB/Asa UX
WHTepeckl, HO 1 npeanaras TpaauUMOHHbIE U MHHOBALMOHHbIE
peLleHus, NpueMsieMble Kak B KyNIbTYpHOM, Tak U B npodeccuo-
HasIbHOM U 3TUYECKOM MNJiaHax.

10

1

MAHM®ECT/ ICOGRADA 2011
! Design-it-yourself 2Design-it-with-others
«Cdenati duzatiH cam» «Cdenati smecme ¢ dpyaumu»

PACNO3HAET U OMEPYUBAET Kpyr npobneMm; peLuaeT ux Ha OCHO-
BE COBMELLIEHUA KPUTUYECKOro MbILL/IEHWA, KpeaTUBHOCTM, 3KCre-
PUMEHTUPOBAHMA U OLIEHOK.

KOHLEOTYAJIU3WUPYET, AcHo u3naraet v nepeAaeT CyTb MOEHTUY-
HOCTW, ee OCHOBHOM MOCbI, UAEU U LIeHHOCTU B HOBbIe, YCOBEpLUEH-
CTBOBaHHbIE W/ M3LLIaN —NPOAYKTbI, CUCTEMBI, YCIYIU WY OMbIT.

NOJIb3YETCA WuMpOKUM MOAXOAO0M, KOTOPLIN BblAeNAeT oTu-
uuA, yBaaeT YesloBEKa B LI/IOM, OKpYMalollyio cpefy, Kysb-
TypHOe pa3Hoobpasue 1 OBUMKETCA K TOMy, YTo6bl BblpaboTaTb
obuyio nnathopMy.

OPUMEHAET 3T1yecKue NpuHLMMbI, No3BoNAWmMe nsbexartb
Bpeaa, ¥ NpMHUMaeT B pacyeT NoCNeACTBUA BNAHWUA OeACTBUMA
Ou3alriHepa Ha YenoBeYecTBO (KaKk oTAesbHbIX IMYHOCTEN, TaK
1 COOBLLECTB) M OKpY*HaloLLyio cpeay.

NPONArAHOWPYET opraHvsaumio paboTsl CHU3y BBEpX (Npu Mo-
MOLUM OpraH13aumu rpynnosoi paboTkl U anponpuaLmm TeXHoso-
ruv DIY' n DIWO?) nnu cBepxy BHU3 (4epes NoUTUKY) ANA yiyulle-
HUA YeSIOBEYECTBA M OKPYKaloLLein cpedbi.

JIEFKO MPUCNOCABJIMBAETCA K TexHONOMMYeCKUM W3MeHe-
HVAM W NMPUHUMAET BbI30B U3YYEHWA U OCBOEHWA HOBbIX MyTen BU-
3yanusaumm 1 KOMMYHWKaTUBHBIX KOHLIEMTOB B Pas3/iMYHbIX Macc-
Meana v € NOMOLLbIO TaK Ha3blBaEMbIX «YMHbIX MaTepuasnoB».

ABNAETCA « AU3ANHEPOM», To ecTb KOHLEHTpUpyeTcA
Ha onpefeneHHon 061acTy 3HaHWA U NPUBHOCUT CBOIO KOMMETEHT-
HYI0 OL|EHKY B MHTEPAWCLMNIMHAPHOE COTPYAHMYECTBO C aHTPOMOo-
noramu, paspaboTunmKkamy NpPorpaMMHOro obecrneyeHus, YYeHbIMK,
WHMKEHepaMu, apxXMTEKTOPaMM U APYrMMK 3KCrepTamu.
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bvovuee oby4YyeHUSH

B

obnaciun _OM3anMHa

BYOYLIEE OBYYEHMA B OBJACTU OAU3AUHA

Oﬁy“leHMe B obnactm Ou3anHa pa3BuBaeTCcA B HanpaBneHnn
OT NpenoaBaHnA Mo NpuHUMNy «04UH—MHOMMM» K NpuHUMny
«MHOMMe — MHOMMM». B pe3ynbTaTte OHO OO0J1KHO:

MPVBUBATbL/ BKJTIOYATL/ OBECTIEYMBATL/ OB BEAVHATE/
OBYYATb/ NMOJIOMWTEJIBHO B/INATE/ TOTOBUTL/
MOOLYPATL/ BHYLLIATb

MNPUBUBATbD 06pa3 Mbic/iei, CnocobHbIN 1 K CO4YBCTBUIO, U K KpU-
TUYECKUM OLIeHKaM, 1 BOCMTLIBaTb caMopedieKCMBHOe OTHOLLe-
HMe M yMeHWe afanTMpoBaTLCA W COBEPLLEHCTBOBATLCA Mocpea-
CTBOM MHHOBAaLIMOHHbBIX MHCTPYMEHTOB paboThbl U METO[0B KOMMY-
HUKaLMK 1 coTpyaHNYecTBa.

BKJIIOYATbD B cebn cnegytolme acneKTbl: U306pareHue, TEKCT,
KOHTEKCT, NPOCTPaHCTBO, ABMHKEHNE, BPEMS, 3BYK U B3aMMOLeNCTBMe.

OBECNEYUBATbD Hanuuve Mogenen Ansa Kpocc —KybTypHOro

W TPaHCAMCUMMNIMHAPHOMO OBLLEHNA U COTPYOHUYECTBA Ha MUPO-
BOM pblHKE C MHAYCTPUEW, NONb30BaTENAMU, APYrMMU OTPaCIAMU
[Ou3aiiHa 1 aKuMoHepaMu.

OB BEAUHATDL Teopuio, UCTOPUIO, KPUTUKY, UCCNeAOBaHUA
W yrpaBneHve, Ytobbl yBENNYUTL NPOAYKTUBHOCTL 3HAHUIA B 061acTu
[OM3aiHa B Lienax MHTeHCdUKaumm MHHoBauumn U 3G PpeKTUBHOCTM
MO OTHOLLEHMIO K OKpYHaloLLen cpefe U YesnioBe4ecknM dbaKtopam.

OBYYATb KauyecTBeHHbIM U KONMYECTBEHHBIM MEeToL4aM Uccneno-
BaHuWA (HanpuMep, 3THorpadum), 4Tobbl oNpeaenATb FPaHMLbl Npo-
6n1em u peluathb UX.

MAHMOECT/ ICOGRADA 2011

OONOXKUTENIbHO BJIUATb Ha npodeccroHanbHylo AeAtesb-
HOCTb MOCPEeACTBOM OTKPbITUI, MPUHOCALLMX HOBblE 3HAHMA B UH-
TepAVCLUMNAMHaPHBIN AUCKYPC.

FOTOBUTb cTyneHTOB ANA TEXHONOMMYECKOro, 3KOSIOMMYECKoro,
KYNbTYPHOr0, COLMANbLHOro U 3KoHoMMYecKoro obmeHa. C 3Ton
Lenbio HeobxoAMMO pa3BMBaTLCA OT MPOEKTOB, pa3paboTaHHbIX
npernofaBaTenAMKn, K COBMECTHOMY OrnpedesieHuio 3agad, Aasad
CTyOeHTaM BO3MOMHOCTb JeMOKpaTUYecKn GopMynmMpoBaTh UX cob-
CTBEHHble NPobIeMbI 1 MyTW 06YYEHUA C NMOMOLLbIO MPOEKTOB, MHU-
LIMMpOBaHHbLIX UMW CaMUMM.

OOOUIPATb B cTyAeHTax BCeX YpOBHeW, BHJIOYaA [OBY30B-
CKYI0 MOArOTOBKY, MbIC/IUTENIbHYI0 JII0603HATEIbHOCTL U FOTOB-
HOCTb 06y4aTbCA Ha MPOTAMEHUM BCeI MU3HU. Yepes coumnanbHo-
OpMEHTVPOBaHHbIe MporpaMMbl obydeHne AusaiiHy AnddepeHLm-
pyeT npodeccuio M CO3AacT AJIA BCEX BO3MOMHOCTb 6biTb YCibl-
WaHHbIM. Takoe obpasoBaHMe AOJIKHO TaKke obecrieumBaTtb Ho-
Bble MporpamMMbl MOBbLILEHWA KBanMPUKaLMM Ana npodeccumoHa-
NoB, KOTOpble cenyac 6onee BCEro HyOaloTCA B COBEPLIEHCTBO-
BaHWM CBOWX HaBbIKOB ¥ 06Y4eHUN HOBLIM MPUEMaM UcciefoBaHuA.

BHYLWIATb cTyneHTam 4yyBcTBO NMpodeccMoHasnbHoN OTBETCTBEH-
HOCTU 33 BNIMAHKE Ha OKPYHKAIOLLYI0 Cpeay U COLMYM UX NMpaKTuYe-
CKOW eATeNbHOCTY.

TakvM obpa3oM, MeHsAeTcA caMa GyHKUWA NperoaaBaTtens ansai-
Ha: OT NepefaTymMKa 3HaHWM OH NepexoauT K PoSiv NnocpedHuKa,
KOTOpbIil BOOXHOB/AET M NMOMOraeT ABUraTbCA B HarNpaB/ieHnm
6onee onpeaesieHHON MPaKTUKM.

Crioco6HOCTb NMpOrHO3MpoBaThL brMKaliliee U oTaaneHHoe 6yayliee
C MOMOLLbIO UCCNIEA0BAHMIA JOSKHA BbiTb HEOTOENMMON YacTblo 06-
YYeHUA 1 MPpaKTUKY au3aliHa. HoBaA KoHUenuWA ausaitHa UMeeT CBO-
e/ Liefiblo MepeHacTpouTb 6anaHe NpypoAbl, YerioBevecTBa U TEXHO-
JIOrviA, NPUBECTU K COTIAcUIO BOCTOK, 3araf, CeBep, H0T; a TaKKe Mpo-
LUyoe, HacToALLee v Byayllee K AMHAMUYHOMY paBHOBECHIO.

YBAXKAA HACNTEOVE NMEPBOI0 M3OAHMA MAHUOECTA, NMPEACTABJIEH-
HOIMo B CEYJIE B 2000 oAy, Mbl NMPOAO/THKAEM OBUTATLCA B HAMPAB-
JIEHW CYLLIHOCTW QULLIM — HAMNPABJIEHUWN BENIMKOW FAPMOHWN.
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Diseno de i
Comunicacion!

| disefio de comunica- uevas

cién es una actividad oportuni-
intelectual, creativa, estraté- dades y desafios
gica, técnicay de direccidn. retan al disefiador.
Esta actividad involucra esen- Los cambios sociales,
cialmente la produccion de culturales, tecnolégicos,
soluciones visuales para pro- ambientales y econémi-
blemas de comunicacion. cos de la ultima década
han influido profundamen-
te la ensefanza y la prac-
tica del disefio de comu-
nicacién. Por consiguiente,
la variedad y la complejidad

némica en muchos paises), ha creado
oportunidades para el desarrollo de la
creacion. Derecho de autor, patentes y
plazas creativas forman parte del voca-
bulario actual sobre propiedad intelec-
tual del disefiador de comunicacién.

El disefio de comunicacion
se ha convertido en una pro-
fesiéon que incorpora cada
vez mas las expresiones y
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los enfoques de otras disci-
plinas en un resultado visual
hibrido y pluridimensional.

Hoy, los limites entre las dis-
ciplinas de disefio son mas
permeables, gracias al uso
compartido de herramientas
digitales y conocimientos
avanzados. A medida que
el proceso de trabajo en
equipo adquiere una com-
plejidad mayor, los disefia-
dores de comunicacién
necesitan redefinir su pa-
pel y sus propodsitos hacia
un contexto de medios de
comunicacién mas amplio,
dominado por un modo de
intercambio “de muchos ha-
cia muchos”.

MANIFIEST
DE ICOGRA

2011
Para la Enseinanza

1ISeno

del D

de los problemas de disefio
han aumentado.

Las novisimas tecnologias (por
ejemplo, la realidad aumenta-
da, el smartphone y las redes
sociales) han ampliado el mo-
do en que los disefiadores se
manifiestan, que ahora incluye
expresiones intersensoriales:
elementos visuales, auditivos,
somatosensoriales, olfativos
y/o gustativos. La norma vi-
gente es entregar conteni-

do multiplataforma.

El dialogo directo, abier-
to e instantaneo con
usuarios finales in-
dividuales (unido a

la recesion eco-

Los disefiadores puden
servir practicamente al
mundo entero e interac-
tuar con él. Los rapidos
progresos en las tecno-
logias de la informacién
y la comunicacién han
globalizado el contexto
profesional del disefio y
han tendido puentes so-
bre segmentos cultura-
les a través de redes so-
ciales, a pesar de las eter-
nas barreras del idioma.

Se necesita con urgen-
cia un equilibrio ecol6-
gico mas avanzado entre
los seres humanos y sus
ambientes naturales. Es-
te desafio ambiental ha

TT02 O0LS3I4INYW NOILYINA3 N9IS3A

TEl término “Disefio Grafico” ha evolucionado a un estado plural con multiples deno-
minaciones: comunicacion grafica, comunicacion visual, disefio visual, disefio de
comunicacién. “Disefio de Comunicacion” fue la denominacion aprobada en la
Asamblea General de Icograda en La Habana, 2007.

incrementado la necesidad de mate-
riales, métodos y resultados de dise-
o mas sostenibles.
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El Disenador como P

Un Diseifiador de Comunicacion:
Realiza disefio de identidad; disefio editorial y de libros; disefio de
tipografia; disefio de informacion; publicidad; ilustracion; fotografia;
caligrafia; sistemas de sefalizacién y de pictogramas; envases y em-
balajes; disefio de animacioén; grafica para television y titulos de peli- Usa un enfoque inclusi-
culas; disefio de interfaz de productos, de la web y de juegos; grafica vo que enfatiza la dife-
de exposiciones, de interaccién y ambiental; visualizacién de datos; y rencia, respeta la diversi-
cualquier otra actividad que cree formas visuales online y offline. dad humana, ambiental y
cultural, y lucha por conse-
guir puntos en comun.

Aplica principios éticos
Posee la sensibilidad intelectual y la Contribuye para evitar dafos y tie-
destreza, alimentadas por la experien- a conformar ne en cuenta las conse-
cia profesional y el entrenamiento docen- laviday el paisa- cuencias de la accion del
te, para crear imagenes o disefios que je visual del co- disefio sobre la humani-
seran reprodu- mercioy la cultura dad (individuos y comuni-
cidos por en un equilibrio dades) y el medio ambiente.
cualquier estable.
medio de Defiende el enfoque 2Diséfelo-Usted-Mismo
comunica- “de abajo hacia arriba” ® Diséfelo-Con-Otros
cion visual. (facilitando DUM? y DCQO?®
y la apropiacién de tecno-
Crea significados pa- logias), o “de arriba hacia
ra una comunidad de clientes y abajo” (a través de politi-
usuarios diversos, no sélo interpretando cas) para el mejoramiento
sus intereses sino ofreciendo también de la humanidad y del me-
soluciones conservadoras e innovadoras dio ambiente.
que sean cultural, ética y profesio-
nalmente apropiadas. Identifica y Se adapta al cambio
define pro- tecnolégico con faci-
blemas y los solu- lidad y acepta el desafio de
ciona, a la vez que aprender y dominar las nue-
analiza las posibilida- vas maneras de visualizar y
des en equipo, a tra- comunicar conceptos me-
vés del pensamiento diante diferentes medios
critico, la creatividad, de comunicaciéon y nuevos
y la experimenta- materiales atractivos.
cion, asi como de
la evaluacion. Es un Disefiador que posee un enfoque
disciplinario y aplica esa habilidad al tra-
Conceptualiza, articula y transmite identidad, mensajes, bajar en equipos interdisciplinarios con antrop6-
ideas y valores a productos, sistemas, experiencias y logos, programadores de software, cientificos,
servicios nuevos, actualizados o fusionados. ingenieros, arquitectos y otros expertos.
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El futuro de la

a ensefianza del disefio esta evolucionando de una instruccion del tipo “de uno hacia
muchos” hacia una instruccion “de muchos hacia muchos”. Por consiguiente, debe:

Preparar a los estudiantes pa-
ra el cambio tecnoldgico, am-
biental, cultural, social y econ6-
mico. Con ese fin, debe evolucio-
nar de proyectos generados por el
profesor hacia una definicion
mas participativa de los proble-
mas, que permita a los estudian-
tes abordar democraticamente
sus propios intereses y modos de
aprendizaje con proyectos inicia-
dos por los propios estudiantes.

Entonces, el papel del formador de
disefiadores cambia de proveedor
de conocimientos a mediador que
motiva y facilita la orientacién para
una practica mas sélida.

El poder pensar en el futuro cerca-
no y lejano debe ser parte esencial
de la ensefianza y la practica del
disefio mediante la investigacion.
Una nueva concepcién del disefio
apunta a devolver el equilibrio a la
naturaleza, la humanidad y la tec-
nologia, al tiempo que armoniza
norte y sur, este y oeste, asi como
pasado, presente y futuro en un
equilibrio dinamico.

Inculcar una menta-

lidad sensible y criti-
ca, y alimentar una actitud
autorreflexiva, mas la habi-
lidad de adaptarse y evo-
lucionar con el apoyo de
herramientas y métodos
de aprendizaje innova-

Integrar teoria, his-

toria, critica, inves-
tigacion y administracion
para incrementar la pro-
ducién de conocimientos
de disefio con el obje-
tivo de enriquecer la in-
novacion y la eficacia con

Promover la curiosidad inte-

lectual y un compromiso con

el aprendizaje a lo largo de la vida

en estudiantes de todos los nive-
les, incluso los de pre-univer-
sitario. A través de programas de
ayuda social, la ensefanza del di-
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dores para la comunica-
cion y la colaboracion.

Incluir las siguientes

respecto a factores am-
bientales y humanos.

Ensefar métodos de

sefo debe diversificar la profesion
y crear oportunidades para que
las minorias sean escuchadas.
También debe suministrar nuevos

En concordancia con la primera
edicion del Manifiesto, presenta-
do en Sell en el afno 2000, man-
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dimensiones: ima-
gen, texto, contexto, espa-
cio, movimiento, tiempo,
sonido e interaccion.

investigacion cuan-
titativos y cualitativos

programas de aprendizaje perma- tenemos la esencia de Oullim: La
nente alos profesionales que estan Gran Armonia.
(por ejemplo etnografia) cada vez mas necesitados de ac-
para definir y solucio- tualizar sus habilidades y de entre-
nar problemas. narse en métodos de investigacion.
Producir modelos para
la comunicacién trans-
cultural e interdisciplina-
ria y para la colaboracién
del mercado global con

Imbuir en los estudiantes un senti-
do de responsabilidad personal hacia
el impacto ambiental y social de su practica.

Motivar la practica
profesional con re-
sultados que aporten nue-
vos conocimientos al dis-
curso interdisciplinario.

la industria, los usuarios,
otras disciplinas de dise-
fo y los interesados.



THIS BOOK
IS AN ARROW

When opened, this publication becomes an arrow
indicating future directions in design education.

written by international design
education experts.

The following essays have been
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While in Taipei, during the
presentation of the Icograda
Design Education Manifesto 2011,
align the compass on each essay’s
opening spread with the North

of the city. The book will point
towards the author and region

that originated the essay.
49
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1. Approach

Manifestos generally offer a diagnosis of a situation and announce a set of
solutions. They have a declamatory character that appeals to urgent action.
Instead of following this established pattern, we have formulated a series
of questions that may begin a discussion between those interested in
design and design education: professionals, academics, students, writers
and the public at large. These reflections do not list a set of competencies
that a designer should have in order to fulfil his or her role successfully,

but rather prepare the ground for formulating these competencies.

2.Challenges

How has contemporary design evolved since the manifesto for visual
communication was created in Seoul ten years ago? We have entered

a period of political, socio-economical, technological, financial and
environmental change that has inevitably affected the design profession
and necessitated a reassessment of design education programmes.

While one may perceive the profession as a victim of these transformations,
design has an active role to play in addressing social and global change.

3. Proliferation of design
Design — the word at least — is enjoying a bewildering proliferation.
Hardly a month passes without the development of a new type of
design. Beyond the traditional core disciplines: industrial design, visual
communication design, exhibition design, packaging design and textile
design, an increasing variety of design fields have sprung up since the
1990s as a result of the development of digital technologies. These new
fields include navigation design, event design, generative design, scenario
design, invention design, experience design, user experience design,
genetic design, humanitarian design, interaction design, interface design,
emotional design, service design and social design to name a few.
Whereas the earlier manifesto concentrated on defining what design
is, today this question might be inverted: what is not design? Apparently
design is everywhere, but if everything is design, as some would like to have
it, the concept loses its meaning — it becomes an empty statement and
might be read as a pretension that has provoked acerbic comments about
designers. Not everything is design.

4. Necessity and limitations of validating design proposals

In light of the exaggerated use of the word ‘design’ one might ask, is there
a common trait among these different manifestations of design activity?
And if so, what is this trait? Some claim that there is a type of a ‘design
thinking’ that, through a holistic approach, connects these activities
under the general term ‘design.’ However, this new thinking is sometimes
considered a fashionable phrase for good old creativity; its justification
has been questioned, and rightly so. It should come as no surprise that
the opening up of the domain has attracted specialists from other areas
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of knowledge and expertise, particularly from the sciences and business
administration. Scientists lament the discursive weakness of designers
and the sloppiness of the design discourse. They demand a stronger
preparation in sciences and scientific methods from design courses —
ademand that was voiced several decades ago, though it has not yet
been implemented in all programmes. Scientists main request is that
designers not content themselves with assessments, but validate their
claims by providing empirical proof. Although this is a valid appeal it

has its limitations. It presupposes that design attributes can be tested
either through simulation (as in, for instance, architectural design)

or implementation in reality (as in the case of a milk package with a
smaller ecological footprint, for example). Scientists formulate assertions
and provide evidence. Designers, on the other hand, work in a domain
where assessments are based on standards and they do not always have
access to propositional knowledge. The difficulties of providing empirical
evidence should not, however, be an excuse for failing to provide verifiable
arguments if designers claim that a proposal is innovative, sustainable
and user-friendly.

As there are competing interpretations of scientific method and the
concept of a fundamental method has been abandoned, educators might
pose the question, which scientific discourses are relevant for design?
And what should scientists learn about design in order to improve
collaboration between scientists and designers? What can be done to avoid
the frequent and deeply ingrained misunderstanding that design is art?
The question is not only which scientific disciplines should be included in
design programmes, but also how to teach them. Problem-oriented and
discipline-oriented teaching in current graphic design programmes favour
anecdotal evidence, but comparative research is also necessary.

The influence of social networks may reveal the potential for improving
design education by altering the traditional power dynamic of teacher
and student to produce a more collaborative relationship.

5.Innovation

Perhaps the most common factor in the rich variety of design activities
is innovation. While universally praised, innovation should not be an aim
in itself. Designers should take innovation into account, but the fact that
something is new (and newness can be trivial, incremental or radical)
has a limited value in broader contexts. The criteria for evaluating design
innovations must be clearer and stronger.

6. Aesthetics and emotions

In public opinion, ‘design’ is strongly associated with aesthetic and
emotional qualities — being pleasing, exciting, boring, cool, hot, nice,
beautiful or wowing. Some would even argue that designers create
experiences and emotions. Although no one would deny the importance

of emotions, they depend on a structure of material and immaterial factors.
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Designers can design products and messages that provoke emotional
reactions, but cannot design them directly. In the same way that architects
design houses rather than inhabitant experiences or civil engineers
calculate structures not structural experiences, designers provide the
impetus for emotion, not the feelings themselves.

7.Business

After decades of neglect, design was finally integrated into business
administration courses as managers discovered the importance of
graphic communication in competitive local and international markets.
Design is an immensely valuable asset in the field and can set a business
apart from its competition.

8. Academic qualifications

Design achieved academic standing and respectability rather late in its
development. Design theory is a facet of academic programmes not only
as an instrumental tool for practise, but also as a space for reflection and
critique. In the development of the discipline, the standards and criteria
of excellence from other fields like the sciences were imposed on design.
As we reassess graphic design education, we may ask how to develop
intrinsic standards for a master’s or doctoral degree in design? How do
we understand and evaluate the development of a design as a series of
cognitive activities that do not necessarily result in a written document?

9. Public domain

Economists included design as one of the branches in the ‘creative
industries! It forms part of a sector of prevailingly market-driven activities.
While we should not accept the market as a regulator of all social relations
— there are domains beyond the market — the design professions are not
in a particularly strong position to question powerful, complex structures.
Design might, however, participate in an attempt to reduce the imbalances
between public and private interests. Taking into account conflicting
interests, the possibilities of harmonising the domains is dim. Designers,
thus, face a contradictory task: to develop design proposals that are

socially desirable, technologically feasible, environmentally commendable,

economically viable and culturally defensible while accounting for the
implicit, and sometimes controversial, politics involved. Concerning the
political dimension of design activities and design education, the following

guestion might be raised: does the design contribute to self-determination

in practise and teaching? Finding a consensus will be difficult. This
assessment permits us to draw a cautious conclusion: we must practise
care when formulating universal declarations for design and design
education, and perhaps even abstain from that attempt as we can easily
get lost in generalisations. A more promising approach might be to accept
and respect different design cultures and to foster diversity rather than
striving for universal validity.
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One of the perennial subjects in design discourse and debate is the
assessment of the boundaries and the definition of the field. One might
argue that, in contrast to many professions where self-reflexivity is not
atissue, in design it is a permanent tendency. This trait is even more acute
for the speakers of my own language, Portuguese, which does not have its
own noun to describe design, and has instead turned to the English form
(compare with the very similar Spanish where dibujo (drawing) and disefio
(design) are clearly distinct). This slight discomfort with the term’s very
meaning, and hence with the discipline’s parameters, has not only given
rise to protracted controversies about “what design is” but about how its
practitioners should be educated.

Discussions about ‘essentials’ regarding the activity can be a bit naive.
The discourse and debate are part of a ‘political construction’, where a field
carves out its space by way of its differences. Design is defined against
areas such as art, advertising, engineering and architecture. Of course,
those are not the only elements in the field of design. The professional
practice, its methods and artifacts, circuit of trade fairs and exhibitions,
and promotion agencies all interact to give the area its ever-shifting social
presence. Significantly, educational institutions play a crucial role in this
construction. Not only do they provide a constant flow of new human
resources, but they interpret the changes occurring in the profession and
(conservatively in some cases, boldly in others) reassess the field and
readjust their focus.

From my perspective — that of someone who uses a foreign-language
term to designate his own profession — design is an integrated field:

a continuous, flowing space where the most diverse professional paths
can exist. Visual design, graphic design or communication design — the
more convenient term recently endorsed by Icograda — is a fundamental
part of this disciplinary self-reflexivity. As it deals with communication,

it may prompt a dialogue that is a critical component of the public

image of the field.

One must admit that the many challenges and constraints posed
to design educators in the beginning of the 2000s remain. The ethical
considerations like social division, environmental change and democracy
that must be taken into account in the practise of communication design
have only become more poignant in recent years.

Of course, we all agree that the designer must be critical regarding
these issues, must be compassionate and responsible. However, one
should take care not to turn these adjectives into ‘feel-good mantras’

(as seems to be the case for the word ‘sustainable’ and its use in describing
products, services and systems where such label is unwarranted).

A profoundly critical attitude is desirable and, while optimism is
ingrained in design, we should perhaps take note of philosopher of design
Tomas Maldonado’s proposal of a ‘constructive pessimism’' as one
possible outlook in the current context, a sort of redefined optimism.

Significant changes are reshaping the public sphere. New nations
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are emerging as global players. A ‘Brownian movement’ of micropolitical
actions and interests, supported by the scattered communication
processes of Internet social networks and mobile phones, is replacing the
grand certainties. At this point in time, one can detect a somewhat uneasy
contradiction between this unstructured patchwork of individual agents
and the omnipresent shadow of megacorporations (which profit from them)
and states. Historically, these contradictions have been resolved either

by a new paradigm or a new accommodation (like tectonic plates that
somehow negotiate a tense coexistence).

Universities and higher education institutions might face a period of
deep change in the future. As we move into an age where jobs will probably
become scarcer, but careers may flourish in fluid ways, universities will
perhaps become ‘accreditation agencies’ of a sort. Education and training
will need to be provided in many different places and situations, in different
countries and environments. Educational institutions will have to transform
as education processes change. Future organisations may have a virtual
nature, with quasi-independent branches acting as mobile teams that
respond to a central nucleus. The flow of strategic information between
several branches will be required.®

How do we foresee and try to shape the future of communication
design practice and education in such a context?

Since the so-called DTP revolution of the 1990s, the ‘everyone is a
designer’ motto has come to characterise the communication design field,
posing challenges for professionals in their dealings with prospective
clients and the general public’s perception of the area. Designers had to
look for a cogent discourse and attitude to reassert the prevalence of the
professionally trained creator in a world with plenty of ‘professional looking’
templates and themes. This challenge is reappearing in a different guise as
phenomena like ‘crowd-designing’ emerge. Some of the perceived dangers
to the design profession could, however, be understood as opportunities.

The communication designer should be a critical participant in this
new public sphere. It may be the designer’s role to facilitate the public
dialogue — if only by giving it a compelling shape — that will surface from
a fragmentary network of relationships and their contradictions. Designers
should embrace social and cultural diversity, while resisting the temptation
to indiscriminatingly generalise. The designer must be willing to focus
actions, so that they do not crumble into ineffective micromovements.
Communication design must be strategic design. The strategy should
be a critical and ethical approach to social issues, and affirm reason
and transparency as means of achieving a new paradigm, rather than
an accommodation.

To this effect, the communication designer — a generalist — will
need to have a broad understanding of diverse cultural heritages,

01.Maldonado, Tomas. 1972. Design, nature, 02.Takahashi, Tadao. 2011.BSB100 —
and revolution; toward a critical ecology. Planejamento geral. (unpublished).
New York: Harper & Row.
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accompanied by an attention to technological breakthroughs that may
empower others. He or she will not necessarily forsake our currently
fragmented communication process, but will weave the disparate threads
into a coherent ensemble where some calm can be found amid the noise
and bustle — some space for reflection and critical assessment. An
awareness of the collective nature of current design processes will lead
to nonhierarchical teams able to harness the group intelligence of users
and to improve design solutions while, at the same time, reinforcing an
innovative vision.

In this new world, a special place should still be reserved for traditional
attributes and skills that have long been the hallmark of quality design.

A sense of proportion, lively order, loving attention to detail, and impeccable
production and manufacturing may be the factors that distinguish leading
work in design. Most importantly, the act of designing should continue to

be understood as an act of thought.

As the design field, facing new conditions, reassesses itself, and its
boundaries shift once more, it is our role, as design educators, to ensure
that ethics, quality and thoughtfulness remain significant factors in the
mindset of new designers.
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Prelude

Sharks are antisocial predators, always swimming alone, feared by all
aquatic beings. Aggressive when needed, these lonely drifters are extremely
quick to react. Their existence is characterised by a continuous search and
conflict. This is the story of a shark that wanted to be a designer.

A little shark, Lark, had just graduated from the Ocean High School.
Like other little sharks, his destiny was about to take shape. It was time
for him to choose a path that would lead to his future.

All of his friends and relatives wanted to become doctors, lawyers
or engineers and swim proudly across the seas. Lark, too, was sure about
what he wanted to do, but he was absent from orientation day and missed
the session about the possible path young sharks like him could choose.
Lark was confident of his choice, or at least he faked it — sharks are
supposed to be bold, after all.

He decided to visit Eau, the wise Octopus, because Eau would be
honest with him. His family did not like him meeting Eau, “We’re enemies,
octopuses and sharks,” they told him. But Lark admired Eau and aspired
to be like him, so he glided through the water one morning, hoping that Eau
would tell him he had made the right decision.

Bespectacled and multi-tentacle tasking, Eau was bent over the paper
he was drafting on design education for Ocean Education Manifesto's
10-year anniversary celebration, while at the same time conversing with
Melqart, the hermit crab. The manifesto was grand. It advocated that
design education be a learning-centred environment, enabling all students
to develop their potential in and beyond academic programmes.

Eau was not happy with what the young sea creatures were grasping

at the Oceana University. The programmes were not compelling enough
to arm students well or to allow for a smooth plunge into creative waters.
“I don’t think we can ever arm anybody well enough anyway,” he muttered.
“Due to technology, globalisation and other fluctuating factors, education
is not coping with the rapid transformations in our lives,” he ranted away
to Melgart.

Melqart knew how passionate Eau was about education. He had
heard of Eau’s encounters with institutional bureaucracy, funding and
aqua-being resources. He had also perused Eau’s discourses on educators’
attempts to make education progressive. “With time, our role as educators
has changed. We teach less and less and monitor more and more,” said
Eau. Melgart nodded. “You're right,” he responded. “Information is readily
available and easily accessible — learning is taking place on many levels.
Isn’t this a good thing?” Melgart wanted to know.

“l was at a conference in the Mediterranean Sea once,” said Eau,
“and a fish said that we can’t control where the students go to get their
information because all the oceans are connected and there is the www,
wide wet web, for instance... but what we can teach them is how to make
the right choices. This stuck with me and, with time, has proven right.”
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Melqart smiled. He drifted back to the time when he was a young
teacher quoting Louis I. Kahn all the time. “What was it again? Ah yes!

‘I revere learning because it is a fundamental inspiration. It isn’t just
something which has to do with duty; it is born into us. The will to learn,
the desire to learn is one of the greatest inspirations’” Had he stopped
learning? “But it seems these days educators forget this simple truth and
focus on stereotypes and replicas of the same model,” Eau continued,
jolting Melgart out of his reverie. Melgart winced.

Lark reached Coral. The reef was Eau’s favourite place, and Lark’s too.
It contained a huge library and food for every cartilaginous soul — the reef
was indeed a storage bank of resources. When Lark appeared from behind
the reef, Eau looked up joyfully. “l want to be a designer,” said Lark shyly to
Eau with a sparkle in his eyes that his bashfulness could not hide. “Why?”
Eau was tempted to ask. Instead he said, “Let me tell you a story. A few
weeks ago, a close crustacean friend was telling me that his one-year old
shrimp has discovered how to make her own bubbles. She was screaming
with delight, revelling in her new-found ability and experimenting with it.
Do you make bubbles?” he asked Lark.

Lark was stunned. When was the last time he had made bubbles?
“The lesson behind this story,” said Eau, “is that the early years are the best
years for education, simply because the youth have the freedom
to experiment without any, or with limited, adult interference. It could be
with a piece of seaweed in their mouths or simply breaking a shell, they
experiment unconsciously with everything around them and the sensations
produced. The moment you step into school these responses are
conditioned. Teachers force things onto you; learning has been structured
for you. You stop experiencing through experimentation, and start learning
to count on others.”

Melqart looked embarrassed and Lark was getting growing anxious,
but Eau was not done. “When these students come to university, we ask
them to experiment so they can unleash their creativity. How can we expect
this of them after they have been in stagnant waters for almost 15 years?
Itis difficult to break 13 to 15 years of conditioned behaviour. We will
always have to teach, of course, but we can’t design learning by taking away
the pleasure of making mistakes.”

“Everybody digests information at their own pace, there is no
one-size-fits-all for education. Every aquatic being is unique and requires
a tailored approach. The ones that succeed or excel are the ones who do
not follow the rules, the ones who are aware of their conditioning and work
their learning around it,” smiled Eau as he saw Lark’s eyes twinkle again.

Lark was breaking all the rules. He was not going to become a doctor
or an engineer. He was going to follow his heart. He had the will and the
desire to learn and was passionate about design. He had looked inside
himself and understood who he was.

‘Judging from the ill-researched projects that get handed, it seems
like kids are in a hurry and feel they are wasting time,” said Eau. Melqgart
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nodded in agreement. This sounded like all of his students. “Am | glad

I’'m retired!” he thought to himself. “And then, when you least expect it,”
continued Eau, looking at Lark “a squirt comes along and surprises you with
a creative urge that makes you stop and wonder, ‘how did that happen?’”

“I can’t tell you if you will be a good designer,” Eau was now addressing
Lark.“l will assess you after you graduate, after you start using what
you have acquired along the learning path. | will tell you if you are a good
designer after you have tested your skills and knowledge.”

But Lark wanted assurance. He knew design was an art and a service.
He had the deep sense of consideration, responsibility and ecological
intelligence he knew was required of a passionate designer. He wanted
to be the designer of the new ocean-world order, a wayfinder who would
show the ocean how to live, work and interact. He wanted design to be the
empowering and transformative force in this new order. Yes, he was an
ambitious little shark.

Eau knew this, so he explained it to Lark. “Things are simple, but we
have acquired the tendency to make them complicated. We forget the
simple pleasures of life and look for ephemeral things that bring us nothing
in terms of growth and learning. We have our big dreams, going about
destroying everything that the ocean provides us and then saying, ‘we have
to be sustainable.’ Our grandparents were much more sustainable because
they followed the ocean’s laws. Life is all around us and is the best teacher.
Life makes us understand who we are and who we want to be. The best
education can do is show you the path. Life! Observe it, learn from it. Now
go be who you are destined to be,” said Eau.

As Lark was swimming back home he felt ready to tread the path
he had chosen. Eau knew what the ocean needed — a new language
of communication. All his life, like Louis |. Kahn, he was unimpressed by
education. Learning, yes, but education was something that was always
on trial because no system could ever capture the real meaning of learning.
He went back to his paper and continued writing: “We need to have the
courage to drop what we already have, to stop patching it here and there.
We need to have the courage to design something for the next 50 years —
have the courage to challenge the status quo. Look, even this manifesto
is being reviewed after only 10 years from its original conception.”

Moral

Design needs to move down to the level of high schools. Design
methodology and processes should be at the core of high school education
systems in order to allow creative minds to bloom and to produce
researchers, analytical minds and sustainable thinkers. Life is design and
that is something we cannot ignore no matter how hard we try... the water
returns to the source and the environment always prevails.
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Internet culture, social networks and the pervasive presence of technology
in our daily lives are bringing about a deep social change that has a
significant impact on lifestyle and culture.

If the mission of design education is to help students to develop their
potential in and beyond academic programmes, to be capable of facing
transformations in business and in society, the technological dimension
is a key factor to take into account in the guidelines for design education.

With this in mind, we must distinguish two different but connected
aspects of the technological impact on graphic design education: first,
the role of technology in the transformation of educational models and
processes and second, the influence of technology on the expertise
of future graphic designers.

This essay aims to provide a snapshot of these two complementary
aspects.

The future of education

How will new technologies and access to the web transform education
and learning? Technology is changing our way of living and our thought
and action processes at large. The education sector will not be spared
from these transformations.

In the short-term, we can expect that the teaching and learning
process will change significantly due to the technological innovations
in daily education activities. Learning platforms, software tools developed
to support the different stages of education, personal devices like PC
tablets and e-book readers and displaying devices like interactive web
boards will have an impact on how educators plan programmes and how
students receive information.

The introduction of these tools produces a very different learning
model from the one we are used to and may shift all teaching and learning
interaction to a digital or virtual level. It is a scenario that is already feasible
and is being tested in schools around the world. In this environment
teachers plan lessons and define learning materials according to the
functionalities offered by the platform. Lessons are delivered through
interactive boards and display devices in the classroom. Students take
notes on a copy of the learning materials downloaded to their personal
device from a platform that assures access management, authentication
and copyright protection of the textbooks and materials. This delivery
phase is enriched when the board is connected to the Internet as users
can access complementary information. Students can also develop texts
and exercises directly on their personal devices and upload them to the
platform where teachers can access them for proof and verification.

At home, students can connect to the platform to download learning
material, study on their devices and collaborate with other students using
community tools like e-mail, chats and forums.

Everything is developed at a digital level — there is no need for paper
and in the next few years we may expect devices to become thinner and
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faster, to have higher definition images and videos, to support 3D features
and holographic capabilities that simulate tangible objects.

The introduction of these innovations in educational processes, aided
by decreasing costs, will change the face of our schools and universities
and transform traditional learning models.

The revolution begun by these technological advances, however, goes
beyond making learning activities virtual. The traditional way of acquiring
knowledge, based for the most part on textbooks provided by publishing
houses, will be affected.

In this new scenario, teachers and students can easily select and
organise relevant information from texts, as well as add other content
sourced and downloaded from the Internet to the basic material. The
educational path can be tailored to match individual teacher and
student needs.

Websites that offer searchable content about a diverse array of
subjects are accelerating this phenomenon. Youtube and Wikipedia are
the most popular, but companies, universities and even private citizens
use the web to publicise and organise their content. Students can access
this content by simply clicking a link or touching a word on their tablet. In
the future, systems that allow for the visualisation of content and provide
links between the various media platforms will make these searches
more facile.

These possibilities illuminate a model where there are no boundaries
between the traditional disciplines, which have been culturally coded
and where we define our knowledge in real time within the limits
of a physical book.

Of course, the use of the web as a teaching tool involves a risk
concerning the source of the material and whether the content is
trustworthy. Educators will, in the future, have to transition from simply
profferring knowledge to students, to helping students produce criteria
for selecting reliable information on their own.

Relevant technologies for future communication designers

Technological innovation is a pervasive element in many fields, including
communication design, and deeply affects the skills that the designers are
required to have.

The education of the designer must expand its boundaries to include
this technological dimension. In this short essay, we cannot analyse all the
relevant technologies, but we can provide a glance at those most effective
in the design sector.

E-ink technology

E-ink technology provides readers with the same user experience

of reading from paper. E-ink screens are not backlit like the common LCD
and, as a result, are easier on the eye. They require very little battery power,
are thin and light and displays are visible in sunlight. At the moment e-ink
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devices are only available in black and white, have a low page refresh time
and lack the features of devices with traditional LCD screens. The first full
colour devices will be on the market by the end of 2011, but have yet to
achieve the quality of printed magazines.

Researchers are working to reduce these issues and vendors
announced new functions, like video support, web browsing and vibrant
colour. E-ink is mainly used for e-book reader screens, but projected plans
for the next three to five years indicate a wide range of applications, like
colour changing device casings that will enable us, for example, to alter the
colour of our phones for every occasion. E-ink billboards may replace LED
versions that have high levels of energy consumption and poor colour when
in direct sunlight and will operate by reflecting ambient light with
low-power consumption.

The e-sheet may also become a possibility in the next 10 to 20 years.
With magazine-quality colour these thin devices would roll-up like paper
and charge through sunlight and ambient room lighting.

3D visual technologies

Research in display technologies is progressing rapidly and is moving
beyond the 3D screens that will soon be available on notebooks, netbooks
and mobile phones.

Roll-up OLED screens and holographic 3D displays will soon be available.
The first type consists of a flexible display that can be rolled up or wrapped
around a cylinder, such as a pencil. Holographic displays are devices capable
of 360 degree 3D images, providing a three-dimensional view of objects.
The end effect will be the ability to create of 3D avatars in space.

These devices have a digital-video input port for connection to
computers and other devices, and are equipped with gesture sensors to
allow users to move and interact with the hologram.

Looking ahead, we may have futuristic 3D screens like the one in
prototype at the Senseable City Lab at the MIT: a physical screen made of
thousands of flying nano-machines communicating with one another
and with the network that move in real-time to create a screen. When
a user needs a screen he can have it at the snap of his fingers — the
nano-machines immediately move to the centre of the room and display a
real three dimensional object. The existing prototype is made of thousands
on nano-machines, but a HD image might require some 100 million nano-
machines, each displaying a pixel and together require huge bandwidth.

Virtual reality and augmented reality
Virtual and Augmented reality utilise technology for the creation of artificial
reality through the production of entirely new objects and environments or
the modification of existing reality.

Virtual reality technologies allow for the creation of objects and
environments so accurate that they may be perceived as real, while
Augmented reality technologies begin with existing reality and layer
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complementary artificial elements onto it to heighten awareness
of our own reality.

The progress of technology (including display technologies), the high
computational power of computers, and the ability of particular interfaces
to transmit sensations of taste, smell and touch, herald a new era for
Virtual and Augmented Reality.

We now have immersive systems that allow users to experience the
same sensations from simulated environments that they would from physical
ones. The high cost of these systems makes them inaccessible to many; their
use is limited to high spending sectors, like flight simulators for pilots.

The technology is available though and we can expect, in the future,
an improvement of image quality, interactivity and the variety of sensations
that such systems can transmit.

Product concept evolution

The traditional concept of production is rapidly changing. Among the
factors driving this evolution are innovative materials and embedded
software. These smart materials have a special relevance for the design
sector. While the materials may differ from one another, they share the
property of being able to change their characteristics in relation to their
surroundings or to other direct influences. For example, Thermochromic
ink changes its colour as the temperature changes and Photochromic
ink changes colour in reaction to variations in the lighting. There are
also materials that emit light when stimulated electronically, like the
Electroluminescent and Fluorescent material, while others like Polymer
gels can change shape and volume in response to small changes in their
environment like temperature or electric field.

The list of the existing smart materials is, of course, much longer than
the few that | have mentioned and they offer exciting options for the design
of new products, as well as enable new design paradigms.

In addition to innovative materials, there is another trend contributing
to new product concepts: software acting as an integral part of objects.
This trend is transforming products into services, requiring a reassessment
of the entire value chain, including design aspects.

Crowdsourcing
In addition to the opportunities for new technologies in the design sector,

we must consider the influence technology bears on enterprise organisation.

One of the most interesting uses of technology in this field is
crowdsourcing; a phenomenon that engages the Internet community and
its know-how on a specific topic, like a t-shirt design, a packaging idea or
a math problem solution. The project is open to all interested volunteers,
regardless of their location, so long as they have Internet access.

The company occasionally makes crowdsourcing more appealing by
offering a reward for the best solution, which may simply be the visibility
achieved by the winner.
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This new philosophy for professional collaboration addresses
a need for creativity in business, and is a trend that the design community

must consider.

Conclusion

Technology will change educational models and content in communication
design, but an even more pressing concern is that technological
innovations progress rapidly, making our personal knowledge obsolete
more quickly than in the past. According to some experts the current
half-life of ‘personal knowledge’ is five years. In other words, in five years,
half of our personal knowledge will be outdated. This means that to be
competitive in future professional environments, we need to renew our
knowledge by investing in continuous education.
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The comfortably crisp borders between creator and consumer have
dissolved. As a result of technological, social and cultural advancements in
product design, the borders that once separated producer and consumer
are no longer recognisable, permanent or possible.

Relying on these traditional boundaries can be a disadvantage for
contemporary designers. We carry our social networks in our pockets. We
crowd-source our private financial decisions with strangers online. We read
a single book across devices on a number of screens. It is critical, then, that
designers do not see borders, but design beautiful seams.

By not seeing borders, designers expand their possibilities at a time
when websites are spilling off desktops onto streets and computing
in public is becoming a behavioural norm. With the blurring of borders
between disciplines, and across devices, time zones and communication
spaces comes a new mode of collaboration. The changes necessitate
a new form of collaborative enterprise — not just with team members,
but with the target audience.

As we experience this shift, our collaborative activities must evolve
in at least five critical ways:

Collaboration is interactive

Traditional frameworks for production are evolving into interactive activities
where the consumer participates in creation. While traditionally a passive
role, consumers are more frequently introducing their own stories, values
and content into the production process. One-to-one works have become
many-to-many works, and the do-it-yourself (DIY) culture is giving way to

a do-it-with-others (DIWO) movement.

Collaboration is responsive

With the emergence of tools that allow consumers to take part in product
creation, consumers have taken on a new role. No longer passive, they have
become co-creators — moved from nouns to verbs. Consumers actively
create alongside designers, often through improvisation. Improvising — the
act of creating in the moment and in response to an environment, results
in the invention of new patterns, practices, structures and behaviours.

Collaboration is sensemaking

To create patterns is natural not only as designers, but as humans.

We make sense of chaotic environments by giving shapes and concepts
meaning and form that we can categorise — poster, website, building,
typography, interactive, stone and so on. Creating categories gives our
experience boundaries.

Collaboration is continuous

Collaboration is both discipline-respectful and discipline-agnostic.
Itis a historically rich creative process that has influenced artistic
mediums from music to dance to theatre. As a method it is evolving
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from a bounded behaviour that is a useful tool in specific cases to a
life-long process that calls on various disciplines to work spontaneously,
harmoniously and holistically.

Collaboration is personal

People should be fiercely passionate about good ideas so that their
collaborative efforts are a natural extension of themselves. Confidence can
bridge a gap between desire and outcome if our integrity of thought and
authenticity of creation remain intact. We have the ability to both do good
work and to make it personal. Confidence is good’s natural extension.

Finally, as we consider these shifting borders, we must consider the
areas where those border lines meet — the ‘beautiful seams, a term coined
by Mark Weiser, chief technologist of, at the time, Xerox Palo Alto Research
Centre. Weiser intended for users to explore systems and to find moments
of beauty within them. If our role as designers is to create platforms and
frameworks, we must be conscious of developing recognisable seams for
others, so that they can play, discover and configure in those spaces.

As borders continue to shift, designers and users overlap, time zones
matter less and boundaries blur, it is at these ‘beautiful seams’ that
designers have the most opportunity to create, to present possibilities,
to demonstrate beauty, to teach and to learn.
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My greatest concern for the future of graphic design education is the
ever-widening gap between what is taught in college and university
programmes and the global context in which itis practiced. This is

not to say that there are no design programmes that demonstrate
foresight by addressing the shifting landscape of design practice, only
that the vast majority of design curricula promote a 20th century vision
of the field that is increasingly irrelevant for contemporary issues and
scholarship demands.

While this essay is too short to address the breadth and depth of
these defining concepts, one theme seems pervasive: complexity. The
position of design within expanding technological, cultural, social, physical
and economic systems defies simplification. Complexity is an essential
characteristic of our present context and it has serious implications for
what and how we teach.

Complex systems are inherently unstable and constantly
transforming — the relationships of their constituent parts and their
interactions with other systems are always in flux. The principles that
undergird current design education are inadequate tools for coping with
this constant change. Thus, the challenge for design educators is to
develop curricula that are both agile and expandable.

Traditionally, graphic designers thought of systems as something
that they made — sets of visual elements deployed according to rules
for their combination. More recently, technology recast systems as the
interacting functions of discrete tools and their operations. Marketing and
human factors disciplines expanded this to include the preferences and
behaviours of ‘users’ who interact with and through technology. Today’s
environment, however, challenges us to think about the context of design
in a more involved, intricate manner. Users are entire ecologies of people —
not simply consumers seeking goods or deploying functions.

Their settings reach beyond physical surroundings or economic imperatives
and they require services that extend further than a series of procedural
actions or one-time encounters. The interactions between these
components are multi-dimensional and dynamic, and the rate of change in
their relationships is accelerating. We design in environments of complex,
interdependent relations where every action has many consequences.
Despite this shift, however, most undergraduate programmes focus
on the design of de-contextualised objects and a process with the goal
of fixed, ‘almost perfect’ results. Mastery of an abstract visual language
precedes investigations of context, as if formal logic can be imposed on
any problem and the intent of design is to simplify rather than manage
complexity. In cases where methods must be applied to existing settings,
problem statements are often defined by the faculty rather than by the
students, and are rid of complexity and contradiction.
The challenge for contemporary design programmes is to set aside
longstanding assumptions about how design should be taught and
to transform both the content and structure of education to meet the
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demands of contemporary communication.

The Knowledgeworks Foundation and Institute for the Future have
forecasted important factors of change for education in the 21st century?.
These trends have significant implications for design’s role in shaping
education and for professional design’s pedagogical practices. The
forecast includes:

Amplified organisation:

Extended human capacity to remake the organisation

This trend addresses the emergence of social networks and technologies
for cooperation. Citizens live, work and collaborate across media and social
platforms, they self-organise and open their activities to public critique
and continual reconfiguration. The trend calls into question, not only how
design teaching and learning are managed, but also how programmes
communicate the place of design in the decision-making structures of
organisations. In the last decade of the 20th century, strategists argued for
design at the highest levels of business — a top-down decision-making
process. Today, it is clear that good ideas also rise from within the ranks
and that structures must act upon challenges to established conventions.
The past offers few examples of this kind of work and typical design
education assumes an expert-driven environment. Our task as design
educators, therefore, is to transform our processes and what we perceive
as the relationships among clients, user audiences and designers.

Platforms for resilience:

Creating flexibility and resilience among system failures

This trend acknowledges the instability and uncertainty of today’s world
and warns that methods that resist change will not succeed. The authors
of the forecast call for lightweight, modular educational infrastructures
that can support the wellbeing of learners and learning agents.? In recent
decades, design schools have added content to full programmes of study
in a curriculum-by-accrual attempt to respond to new practices and
technologies. Unwilling to sacrifice previously valued concepts, skills and
curricular structures, the organisational logic of these curricula became
less apparent and infrastructures failed under the burden of having too
much to teach in too little time. The fixed expertise of faculty members in

a constantly changing field where new knowledge and skills are required
and the growing diversity of learning expectations for college students
illuminate hindrances in older curricula. There are structural barriers to the
interdisciplinary work that is demanded by complex problems. Thus, design
educators must develop flexible curricular structures that can respond
quickly to changing times.

01.2010. Knowledgeworks Foundation 2020 03.2010. Knowledgeworks Foundation 2020
Forecast: Creating the Future of Learning, Forecast: Creating the Future of Learning,
http://www.futureofed.org/ [9 December 2010] http://www.futureofed.org/ [9 December 2010]
02.Ibid 04.lbid
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New civic discourse:

Rearticulating identity and community in a global society

This trend considers ‘educitizens’ an increasingly dispersed group of learners
who engage in public discourse about the criteria for education. The audience
for non-professional design education is growing as there is a greater demand
for interpretation of information, technology in learning and innovation in all
fields. Equally pressing are the expectations of professional design students
who see opportunities for design practice in a global economy. Once educated
to work for clients in the top 10% of the economic market, design students
now find opportunities in areas where innovation can shape the quality of life.
How schools respond to student demand for meaningful work will shape the
social character of design education, as well as its curricular logic.

The maker economy:

Personal fabrication and open source principles democratise

production and design

This trend calls for bottom-up networking and the downscaling of design and
production to the local level. The forecast claims that “schools, community
centres, and businesses will become important hubs of design knowledge,
rapid prototyping, and problem-solving skills.”® The question for college-level
design educators, therefore, is how pedagogy moves from discrete artifacts
designed through expert-driven processes to participatory tools and adaptive/
adaptable systems through which others construct their own experiences.
This shift in control from designing for people to designing with people and by
people requires new methods. Further, it challenges us to consider what role
college and university design programmes will play in shaping the nature and
services of these collaborations.

Pattern recognition:

An extremely visible world requires new sensemaking

This trend addresses the public’s need to discern patterns in overwhelming
amounts of information. GPS in mobile devices, sensors embedded in the
environment and the “digital trails” of social networking provide a “picture’
of our lives as citizens, workers, and learners.”® The work for design education
is to determine what kinds of visual representation are useful for diverse
populations and how to deliver such content when interfaces call for a
broader range of sensory input and data manipulation than visuals can
provide. The principles of form are no longer solely for representational
purposes, they are information reconfigured as behaviour.

These trends did not emerge overnight, their arcs are long and there will
be no returning to more familiar ground. As graphic design yields territory to
other fields, it becomes clear that now is the time to reinvent the discipline and
to argue for the new value that design can bring to living, working and learning
in a complex world. The history of design shows that such moments are rare —
it is important to seize this opportunity.
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In 2000, the International Council of Graphic Design Associations (Icograda)
published their first “Design Education Manifesto,” noting the “many
changes” in design practice, defining the “visual communication designer”
and illuminating “a future of design education.” The Icograda manifesto
marked a turning point — an international design body addressing

change at the millennium. Publishing the manifesto was a significant
accomplishment. A decade later, Icograda is updating their manifesto

and this essay responds to their request for input.

Framing the manifesto

The manifesto acknowledges change without quite defining it and lists the
attributes of an emerging practice and education without quite prescribing
them.The manifesto does not explicitly define its goals or audience.

It does not decry indulgences or urge reform. It does not sound an alarm

or assert a theory.

Instead, the manifesto asks that we consider our responsibility for
harmony and balance, and to each other. It invokes oullim, a Korean word
denoting resonance and connoting mutual duty. It might have invoked
similar ideas with the Chinese word, ren.

In a thoughtful commentary on the manifesto and its development,
Sharon Poggenpohl and Ahn Sang-soo acknowledge that “the search
was for common ground” and “consensus” and that the manifesto is
“somewhat quiet.”

Yet, Poggenpohl and Ahn note, “A manifesto is a form of communication
predicated on three beliefs: that a change has occurred ... that human
agency can change circumstances into something more desirable; and the
timing is advantageous...”®

Thus, in relation to the Icograda manifesto, we must ask:

» What has changed?
« What could be better?
« Why act now?

Framing the context

The manifesto begins by acknowledging changes in design. “The term
‘graphic design’ has been technologically undermined... Boundaries
between disciplines are becoming more fluid... The variety and complexity
of design issues has expanded.®"” We might better understand these
changes by understanding their context and causes.

So, what is causing the large shifts in design practice?

Computers? Software tools? The Internet?

Yes, but they reflect a much larger shift in technology, economic

01.Icograda. 2000. The ICOGRADA Design
Education Manifesto. ICOGRADA Congress
in Seoul. http:/www.icograda.org/uploads/
resources/IcogradaEducationManifesto.pdf

02. Poggenpohl, Sharon, and Ahn, Song-Soo. 2002.
Between Word and Deed. Design Issues, 18(2):
Spring. Cambridge: MIT Press.
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structure and culture. The industrial revolution is ending and a new
revolution in information is taking its place. In addition to this comes
another revolution in biology, also largely about information —
“understanding how organisms encode it, store, reproduce, transmit,

and express it.”®

The shift is not only about what is produced (from things to services)
and how it is produced (from long-lead editions to continuous adaptation,
from proprietary to open source, from transaction to relationship), it is
also a shift in worldview (from mechanism to organism) and in framing
metaphors (from clock-work to ecosystem, from turn-the-crank-linear-
causality to feedback-enabled-dynamic-equilibrium). It is a shift in
organising structures (from individual nodes to webs of links, from
top-down to bottom-up, from serial to parallel) and a shiftin human
values (from coherence to responsiveness, from seeking simplicity

to embracing complexity).

Thus, we must also ask: How will we transform design in an age

of information and biology?

Framing design

Design grew out of craft. A craftsman planned-for-making-things
and made them. The craft tradition was cut short by the industrial
revolution. Mass production separated planning-for-making-things from
making them. Planning-for-making-things became design, and design
took on some of the assumptions of mass production: notions of objectivity
(framing situations in terms of problems and solutions), an expert or
‘professional’ stance and a concern with ‘getting things right’ (because in
the world of mass production fixing a design mistake can be quite costly).
These assumptions may no longer apply; they may even be dangerous.
Problem-framing becomes more valuable than problem-solving.
Software is never ‘right’ and never finished. In software development,
delays are often more costly than mistakes. With network-based
applications, change becomes continuous. We enter perpetual beta.
(For designers who acknowledge that improvement comes from iteration
and that ending conditions are arbitrary, perpetual beta may be more

comfortable than mass production.)

In the new world of information and biology, design must change.
Situations where designers design things will become less common.

03. Dubberly, Hugh. 2008. Design in The Age of
Biology: Shifting From a Mechanical-Object Ethos
to an Organic-Systems Ethos. Interactions, XV(5):
September-October. New Yokr: ACM.
http://www.dubberly.com/articles/design-in-the-
age-of-biology.html

04. Dubberly, Hugh and Pangaro, Paul. 2009.
What is conversation? How can we design for
effective conversation? Interactions, XVI(4):
July-August. New York: ACM.

http:/www.dubberly.com/articles/what-is-
conversation.html

05. Misner, Tim. 2009. Building Support for
Use-Based Design into Hardware Products.
Interactions, XVI(5): September-October, 2009.
New York: ACM. http://www.dubberly.com/
articles/use-based-design.html

06. Kowalski,Jeff. 201 1. Autodesk CTO, personal
conversations,January 2011.conversation.html
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More common will be situations created by participants, during use,
enabling multiple views. Today’s users will become designers; designers
will become meta-designers, creating conditions in which others

can design.

In this world, a media-based focus is less relevant. All design becomes
trans-disciplinary. A concern for the form of objects will give way to a
concern for the experience of services. An interest in products and things
will give way to an interest in networks of interaction and communities
of systems.

Icograda has adjusted their stance and terminology from graphic
design to communication design. The new position, however, still focuses
on individual products. A further shift to focus on platforms — to design
of systems in which communications can take place — might be more
consistent with the technological, economic and cultural shifts we face.

We might even go beyond communication (which implies Shannon’s
somewhat mechanical model of delivering messages) and focus on
conversation (interactions that centre on understanding, agreement and
action). We might frame design as conversation — with a goal of designing
for conversation®.

Threats and opportunities

The very foundation of graphic design is under assault. Printing is dying
and in another 10 years, commercial offset lithography will have all

but disappeared, save possibly for a handful of luxury artisans. Mass-
production lithography will be replaced by mass-customisation ink-jet
and other digital printing techniques — or by electronic communications.
Printed newspapers, magazines and books may vanish as well.

New forms of communications will emerge. Networked tablets provide
an environment for re-inventing the relationship between text, image,
motion and sound. Games, movies and social networks will spawn new
hybrids. E-books will become applications. Data-visualisation will become
a profession and employ thousands of designers.

We are also finding new ways to apply information technology to
design. We are learning that “hardware products want to be web-sites,”
and data-driven design is emerging as a new discipline®. Computation-
based design (the application of algorithms to exploring solution spaces),
long a subject of research, is entering practice and promises to become
adiscipline in its own right. Scan-edit-print, long a framework in
two-dimensional design is becoming a framework in three-dimensional
design, and not just for mechanical objects, but also for living things®.

Given these opportunities, we must ask: What skills are required
to take advantage of them?

Framing design’s relation to code
Juxtaposing the threat to traditional graphic design with the opportunities
of ‘emerging media’ might suggest an easy transition. Many traditional
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design skills do translate directly, but are they sufficient? Designers will
also need to understand computers, networks and software — as they
previously had to understand printing, binding and other manufacturing
technologies.

Yet that industrial age framing no longer fits. A designer’s relation
to a printer is very different than a designer’s relation to a programmer.

In both cases, a designer may develop a specification, but both the
specifications and proceeding steps are very different. Printing is all about
reproduction and requires little invention from the printer; programming
has almost nothing to do with reproduction and requires a lot of invention
by the programmer. Consulting your printer during design is a good idea;
consulting your programmer during design is a necessity.

Practice has not settled the nature of the relationship between
designer and coder, and it is the subject of intense debate among
programmers. Alan Cooper has suggested it should be like the relationship
between architect and builder, but most buildings are designed by
builders, not architects. (And most software is created by programmers,
not designers.) Yet, when the architect is also an excellent engineer, such
as Robert Maillart or Toni Kotnik, the results can be amazing.

We have also seen amazing results from designers who can code, such
as David Small, Lisa Strausfeld, John Maeda, Ben Fry, Casey Reas and many
others. In fact, the best young designers are teaching themselves to code,
and the best young engineers are teaching themselves to design. Is this a
race? Or will they converge? Can we create schools for hybridity?

End-user programming tools have long promised to shield designers
and others from coding, but so far, the best they offer is an easier way
to begin. Learning mark-up and scripting languages remains a necessity.
The best way to convey how you want software to behave is to demonstrate
the behaviour.

Framing design education
Our notions of design are still rooted in the industrial revolution
understanding of design as planning-for-making-things. And our strategies
for design education are even older — they remain rooted in the craft era,
in the master-apprentice relationship played out in the design studio. In
this tradition, students learn by emulating teachers. Almost all of their
learning is tacit and response to change is slow.

In the craft world, where change is slow, the master-apprentice
system works well. In the post-industrial world, where change is fast,
the master-apprentice system tends to fall behind. Often, the apprentice
knows more about new trends and new tools than the master. A post-
industrial design education system can no longer rely solely on tacit

07.Wujec, Tom. (ed). 2011.Imagine, Design, Create: 08.Maturana, Humberto. 1997. Metadesign.
How Designers, Engineers And Architects Are Instituto de Terapia Cognitiva, Santiago, 1997.
Changing Our World. New York: Melcher Media. http:/www.inteco.cl/articulos/metadesign.htm
www.dubberly.com/articles/use-based-design.html
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learning. It must also turn tacit knowledge into explicit knowledge — “distill
rules from experience, codify new methods, test and improve them, and pass
them on to others?.”

“The focus on design research at a few top schools is a positive
development.” A few design journals publish articles that build lasting
knowledge, but they are not widely read. A few design blogs are widely read,
but they do not building lasting knowledge. Research must inform practice
and practice must inform research — they must co-evolve. This evolution
requires invention, for example, fusing the studio and case-study methods®.

Research must be more than observation or even abstraction —
it must also invent theory. The gaps in design knowledge are huge. We lack
theories of conversation, interaction, platforms, products and product
management and service. Filling these gaps is an important task for design
practice and education — both must develop mechanisms to build and
share knowledge.

Summary

The manifesto grew out of the recognition of a change, misalignment and
the need to put things in order, yet it was circumspect, almost vague. | urge
Icograda towards greater clarity. Clarity invites response that can lead to
iteration and improvement, which is a goal we share.

In the interest of clarity, | propose this summary:

The design practice that grew out of the industrial revolution is no
longer sustainable (economically or ecologically). A new practice — one that
responds to the information revolution — is emergent. We can see its outline,
but much remains to be invented. For this, we must take responsibility. In
addition, we must invent a mechanism (an organic system) through which the
discipline of design can learn and evolve.

At the same time, design education still largely reflects design’s origins
in craftwork. Simply put, design education is out of date. What is worse is
that change is accelerating, and design education is stuck. It has little
means to move forward. We must also take responsibility for re-inventing
design education and integrating it into an organic system so that the field
may transform.

And what if we ignore the situation? What if we remain vague? What if
we remain stuck?

Design schools will become increasingly irrelevant, and more
importantly, a continuity of history, values concerning quality and perhaps
a sense of humanness may be lost. The world will fall further under the
influence of those satisfied with making things work without making
them delight.

This need not be so. Our relationship to our technology is not inevitable.
We design it. We are responsible for it%.

I look forward to the conversation that will ensue as Icograda update
their manifesto and continue the process of re-inventing design.
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Preface

Graphic design (or communication design) is in flux. The transition
from print to digital platforms has triggered a re-evaluation of
educational practices and procedures, as well as a reassessment
of the philosophical concepts that have long defined and framed
design activity.

Itis no longer practical to think of graphic design in graphic arts
terms. Graphic design in the traditional sense, as a typographic-
based practice, whereby messages are communicated through
the manipulation of letter and image in 2-dimensional space, is an
antiquated notion. It will become more archaic every year.

Design has always been a function of business, but in the 21st
century it must be more integrated into business than ever before —
with designers taking the lead as idea generators. A good idea, however,
is nothing without viable execution and efficient delivery to the public.

Design education must not be timid about engaging with business
theory and practice at the undergraduate and graduate stages.

Design entrepreneurship is a natural outgrowth of the typical design
practice. For those who start studios, the entrepreneurial business
models are essential. Even beyond building a viable design studio, office
or firm, turning ideas into products is the prescribed direction for any
design practitioner. Teaching designers to take the entrepreneurial leap
is important for keeping the designer at the top of the creative pyramid.

Integrating design theories and practices fluently in design
languages and technologies is essential to building a foundation for
design. Once the foundation is firmly established, the designer can

develop entrepreneurially, as well as experimentally.

Yet, even in this model, education should not forsake its primary
motivations for engaging with design — the desire to create objects of
desire, influence, inspiration and, yes, manipulation.

Education must be a process of re-evaluation in order to foster an
understanding that design is not just about ‘making objects, but rather
building on ideas. Outcomes of design vary from the physical to the
virtual, from the commercial to the social and political.

Design is concept-driven and platform expansive. Ideas can be
manufactured and executed using various current media and mediums
that may develop in the future. Designers must be able to shift and
adjust to these new demands and opportunities.

As a means of equipping students with the requisite knowledge

and skills, it is important to emphasise the following new keys to
design pedagogy:

Authorship

This is key to a new relationship between designer and receiver (client,
audience and end-user). It is an umbrella under which the designer
operates as both a service and content provider.
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Design authorship emphasises:

« Creating original concepts in response to the growing need for content
in media and industry.

« Developing a personal voice or a narrative, and determining how best
to communicate to an audience through media and industry.

« Benefitting society and culture through narrative and focussing
on the consequences of design production.

« Retaining typography as the lingua franca and foundation of
communication design.

+ Maintaining immersion in design history and criticism as an integral
part of design authorship and encouraging writing as another means
of communication.

Collaboration

In the current media and industry environment the individual creator
remains supreme, but effective results require sharing knowledge

and skills — working together towards a common goal. The more this can
be emphasised in early education, the better the balance between selfless
pursuit and ego will be.

« Designers should be integrated at the onset of all projects, whether
in authorship or service design.

« The tools for developing meaningful partnerships with clients,
end-users and other designers must be taught in terms of business
and ethics.

« Understanding the rights (and wrongs) of collaboration is essential
and fundamental learning.

Entrepreneurship

Although linked to ‘authorship, design entrepreneurship takes ‘content
creation’ to the next level. This is a creative and business pursuit that
demands a high level of sophistication and maturity. Speaking the language
of entrepreneurism places the designer in a more commanding role.

» Mastering the skills and strategies for creating, developing and
producing viable commercial and social products and campaigns.

« Being fluent in the processes of intellectual property, marketing
and promotion.

« The business of design involves cultural and global reach;identifying
and fulfilling a need in both mass or niche markets. It must be practical
and yet within the reach of the designer to realise it.

« Viability, practicality and functionality. Understanding outcomes and
learning how to predict them is essential.

Multidisciplinary design

This is no longer a 2-Dimensional world. Space, time, sound and motion are
components of communication design. The most essential learning component
is the integration of the existing and future media and platforms.
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« Learning to use various platforms for communications.
« Mastering technologies in order to engage in holistic practice.

Afterword

Communication design is at risk. Business schools are introducing

‘design thinking’ and collaborating with design schools to integrate design
into the curriculum as an integral part of any business venture. Design
education, therefore, needs to be fluent in business practices. By engaging
in a primary creative role with business schools (which will lead to more
authorship, entrepreneurship and meaningful contribution) on commercial,
cultural and social platforms, design will strengthen its foundation.

In educating the future designer, multiple goals must be examined.
Commercial imperatives must be balanced with social and cultural
ones. Designers must become advocates of issues and concerns. Future
designers can specialise in particular areas, but they must leave school
with fluency in both realms of communication, which means being business
savvy and humanitarian. A designer must be a conscientious citizen.

Design education must not lose sight of why young people want to
become designers and not business people — they want to make things
2D, 3D, virtual, in motion, to make boxes, banners and campaigns. Making
must be emphasised as a consequential act.
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Evolve or fade away. That is the challenge for the field of communication
design in the 21st century. The profession is facing competing internal and
external pressures that threaten to limit its future potential and reduce
its relevance. In the context of open, collaborative networks of ideas and
outcomes, emergent communication ecosystems will require entirely new
and adaptable ways of designing. In this networked, global environment,
design educators will need to redouble their efforts in teaching future
designers to be both solidly specialised and flexibly generalised. The
success of this nearly impossible balancing act will foretell the health
and vitality of the profession’s future.

The tension between form-giving and contextual attunement is
exerting an internal, divisive pressure on academic design programmes.
Its impact is seen in the struggles between faculty members clinging to
a proud (mostly Swiss) heritage of appropriate form-making, while others
demand more attention to the user, the audience or our imperiled world.
These two factions may both be right (as | believe), although there may
not be a graceful — or ideologically pure — way to reconcile the two
positions as of yet. Both camps view this standoff as a zero-sum game
where giving in at all means losing something precious. This conflict is not
unique to communication design. Since the rise of user-centred design
several decades ago it has also challenged product design, architecture
and interaction design. Delivering innovative educational curricula to future
designers requires walking a tightrope between essential courses, such
as typography and colour theory, on the one hand, and essential courses,
such as sustainability and cross-cultural hermeneutics, on the other.

The risk, of course, is that programmes become diluted and divided,
successful in neither dimension while straining to teach both.

Another danger is that programmes retreat into narrow specialisation,
sticking their collective heads in the sand and refusing to acknowledge
the changes in and challenges to the profession. One obvious, albeit
impractical, solution is to increase the overall time it takes to educate
a communication designer, whether it means five-year undergraduate
programmes (as in architecture) or an increased emphasis on graduate
education. To be both sensitive to the weight, emphasis and intensity
of the mark on the page, and critically aware of the context for which it is
being designed, is the nearly impossible challenge that communication
designers face.

As if that is not enough of a problem, the design profession is also
suffering from an external pressure — the democratisation of design
tools and design knowledge. The proliferation of simple, accessible tools
for design means that a set of practices that used to be cloistered within
ararefied professional caste is now easily adoptable by almost anyone.
Software applications, design templates and open-source typography
programmes are combining to create a vast pool of empowered,
non-specialist designers who, for better or worse, are grabbing the mantle
of design and proudly appropriating it. In this case, however, there is
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nowhere for designers to run and hide. This trend will only increase, and
there is nothing to be gained by ignoring it. Instead, the path forward is
surprisingly clear and uncluttered. Communication designers must
become more capable of articulating the specificity of their practice
and better able to make an argument for the strategic value that they
add to industry.

This means that design educators must equip students to be reflective
practitioners and strategic, critical thinkers. Until designers can make a
forceful and compelling argument about the centrality of their skills in
crafting successful communication, industry will continue to see them
as visual stylists.

These tensions play out in a practice where rules for effective
communication are constantly in flux. The building of networks and
systems at a global scale in the late 20th century created conditions
of intractable complexity that designers are only now confronting.

As aresult, the next generation will need to shift from isolation and
individuality to connection and collaboration. Collaboration must become
a key skill, as well as a robust research topic, as design practitioners

find themselves working more commonly in group settings. Large-scale
challenges will make the notion that practitioners (whether designers,
engineers, social workers or politicians) can work in isolation from

one another obsolete. Industries will require flexible and adaptable
communication designers who can work effectively in multi-person teams.
To prosper in these conditions, designers will need to cultivate the ability
to learn on demand, work in worlds that they are barely familiar with

and effectively communicate their roles, responsibilities and capacities
to stakeholders. Design educators must, therefore, not only find ways
incorporate more teamwork, but also teach students how to work with
professionals who do not share a disciplinary language and method.

An increased focus on collaboration as a mode of practice and as a
research field is required. It is not simply a case of putting designers

in group settings — designers must become leaders in developing the
dynamics of social interaction and advocate collaboration, whether in
partnership, small groups, large groups or crowdsourcing.

Complex systems with global information networks necessitate a
different approach to processes as well. In most instances, the objective
will no longer be to model visual solutions, but instead to frame the
existing, multifaceted context for project stakeholders. To do this, designers
will produce fewer static compositions and will instead be called on to craft
dynamic, fluid and adaptive solutions. As the primary medium is no longer
simply print (or even the web), outcomes will need to translate across
different media, channels, platforms and formats. The nature of design
products will shift from immutable artifacts to options, recipes, rule sets,
algorithms and unexplored possibilities that are capable of move across
dynamic platforms. These networks are also increasingly open and open
source, and a new ethic of participation is driving innovation.
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Anxieties concerning intellectual property will be challenged by
this emergent openness; processes will demand transparency and
a willingness to collaborate in the building of new ideas, products
and services. Ultimately, designers will be creating responsive ‘organisms
that must be able to thrive in diverse, open knowledge ecosystems.
Strategic thinking will have to merge with sophisticated form-giving to
create protean outcomes that respond to volatile conditions.

In the end, design is always a political act. It can weave together
or disrupt our system of experience, meaning and communication. It
carries with it the cultural values of its practitioners and the institutional
stakeholders who underwrite it. Every designer is, thus, a citizen designer.
She or he must be aware of the stakes in every project and critical of
efforts that do not lead to sustainable change. Balance between form and
context, personal and social, the disruptive and the sustainable, is both an
impossible and an urgent priority.
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Reflection on the Icograda Design Education Manifesto 2000

The 2000 Icograda Design Education Manifesto® was first presented

11 years ago and reflected the ethos of the time and the ideals that the
authors and their supporters envisioned for the development of graphic
design education. The 2000 Manifesto was framed by the theme of the
Icograda Millennium Congress® — Oullim (translated as ‘the great
harmony’) — as well as the context of the world at that time and the role
that designers played in it. It was an ideal, humanistic statement that
provided guiding principles for planning the future of graphic design
education.

It is my opinion that the framing of the 2000 Manifesto according to
the ideals of Oullim was — and still is — its core strength and weakness.
Two of the Manifesto’s original architects, Sharon Helmer Poggenpohl and
Ahn Sang-Soo (2002:46-47), stated that, “A manifesto is a particular form
of communication predicated on three beliefs: that a change has occurred
or some new insight has altered understanding of a situation; that a human
agency can change circumstances into something more desirable; and that
the timing is advantageous for both the manifesto and the change it seeks.”

Ironically, just one year after the presentation of the manifesto at the
Icograda Millennium Congress, the world changed profoundly. On the same
day that the Sappi World Design Convergence 2001 Congress opened® the
most dramatic terrorist attacks in the West since World War Il occurred,
resulting in extensive global change, including alterations in the design
profession. The tragic events of 9/11 ominously highlighted why the ethos
of Oullim was relevant and visionary. Yet, it also highlighted why it might
have come too late for designers to effect change at the time of its launch.

In retrospect, | believe that there are three main shortcomings in
the 2000 Manifesto:

« the exclusive focus on the visual dimension of the profession
« the lack of inclusion of the economical and business dimensions
« the intentional inclusion of the statement that difference should

not be overemphasised® — this being the focal point of my essay.

A focus on cross-cultural differences and understanding — the role of
geopolitical and economical contexts in design history — on theory and
practice, on educating designers and clients, could have made a (minor)

difference (maybe) decades ago, but came too late.

01. After this mention, all references to the
Icograda Design Education Manifesto 2000 will
be referred to as 2000 Manifesto.

02.The Icograda Millennium Congress took place
from 24 - 27 October 2000 in Seoul, South Korea.
It was an extraordinary congress to celebrate the
turn of the millennium and did not include an
Icograda General Assembly.

083.The World Design Convergence: Icograda
Congress 2007 opened on 9 September 2001 in
Sandton, South Africa. The final version of the

Manifesto was presented to the Icograda General
Assembly 19, which formed part of this Congress.
04.The wording of the Manifesto explicitly
underplayed the importance of differences:
“Whose approach is grounded in a symbiotic
conduct that respects the diversity of
environmental and cultural contexts without
overemphasising difference, but by recognizing
common ground.” lcograda Design Education
Manifesto 2000. (Stress added by the author).
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Designers should never over or underestimate the power of design
and its role in society. To date, designers have made minuscule
contributionto solving large problems, but they have contributed greatly
to the proliferation of large problems, and that is the dilemma that the
profession faces. The thought that ‘design can change the world’ and
achieve the ideals of Oullim has, unfortunately (to date), proven unrealistic
because practice issues have maintained precedence over philosophical
and sociological focuses in design curricula. Despite efforts, designers have

only contributed small solutions to the ever-increasing ocean of world issues.

Eleven years later, globalisation and cultural homogenisation have
expanded exponentially. The global warming agenda has become critical
and devastating natural disasters, military conflict, civic unrest and the
global economic recession impacted designers as global citizens.
The design profession, too, has developed and expanded dramatically —
new technologies emerged, leapfrogging escalated in the developing
world and the role of design in business and organisational management
spawned new design sub-disciplines and meta-disciplinary collaboration.
Furthermore, the relationships between designers, clients and end users
have changed, expanding the designer’s scope of work, opportunity
and responsibility.

Here enters the 2011 Icograda Design Education Manifesto.

An African perspective on design education beyond 2011
When | was asked contribute to the update of the Icograda Design Education
Manifesto, | started a process of extensive reading and consultation,
followed by much introspection and contemplation. | soon realised that a
substantial body of work has accumulated on the subject in recent years,
mainly from the United States and Europe. Unfortunately, my exploration
confirmed that little of the discourse originated from Africa or applied to
the continent’s unique circumstances. My personal context as a practising
designer, educator, advocate and editor of design magazines, born and
based in Africa, informed my view that design education and practice
on the continent is an anomaly. What applies to the rest of the world has
different implications in Africa. With the exception of South Africa and
much smaller centres of significance based in Kenya and Ghana, the
continent does not have the professional or educational infrastructure to
match other regions, even though it has ideals similar to those defined in
the 2000 Manifesto.

Due to the complexity of the topic and the length limitations of
this essay, | will briefly focus on select issues pertaining to the African
perspective because, as previously stated, | do not agree with the
homogenised/monocultural position that the 2000 Manifesto took.

Difference matters in design practice and education in developing
economies and should be a major focus of design education in the future,
not only in Africa, but around the world.

In 2001 | participated in the Design for Development conference in
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Durban, South Africa. At that event, JP Odoch Pido® presented a paper
entitled Design and the African Cultural Identity® which subsequently
became a key reference for contemporary design education in Africa.
Pido’s presentation was eloquently summarised by the event’s chairperson,
Linda Mvusi’:

I picked up six senses that he [Pido] identified: A sense of belonging and

inclusion; a sense of lustre, adornment, wealth and their meaning %;

... the sense of correctness — posture and composure...

The sense of cause and context, which means that everything has a

cause and a motivator which is its basis. The sense of naming, in that

names carry the intentions, the identity of an opinion on life... How you
name and the power of the name, and also the sense of transition.

The designs/rituals for life and life changes, that it is not just the

product, it’s also the process. The function of beauty is to defeat

ugliness, so beauty can never be there in its own right. In itself it has

a primary function. The function of goodness is to defeat evil, the

function of a coup is to defeat chaos and anarchy ®.

For me, and many likeminded thinkers, Pido and Mvusi’s statements
are the essence of what design education should focus on in Africa (and
further a field). Their claims link directly to the ethos of the classical
African ethical and humanist philosophy called Ubuntu — a philosophical
stance that mirrors the ethos of Oullim. Ubuntu focuses on allegiances
and relations to one another. The Liberian peace activist, Leymah Gbowee,
defines it as:

“l am what | am because of who we all are,” while Nobel Laureate, Desmond
Tutu, describes it as:

...the essence of being human. Ubuntu speaks particularly about the

fact that you can’t exist as a human being in isolation. It speaks about

our interconnectedness. You can’t be human all by yourself, and when
you have this quality—Ubuntu—you are known for your generosity.

We think of ourselves far too frequently as just individuals, separated

from one another, whereas you are connected and what you do

affects the whole world. When you do well, it spreads out; it is

for the whole of humanity *°.

Pido’s hypothesis, in relation to the philosophy of Ubuntu, has
influenced many educators on the continent who have based their design
education strategies in it. Ubuntu has re-emerged in recent years as an
anchor for rediscovering African identity in a rapidly transforming world.

05. Pido is a highly regarded design educator and the daughter of Selby Mvusi, a leading African

prolific researcher and author. Originally from artist and influentual design educator who
Uganda, Pido has lived and worked in Kenya for spearheaded design education in Ghana and
over 40 years. Kenya in the 1960s.

06. Pido,JPO. 2001. Design and the African cultural ~ 08. Referring to the various languages — visual
identity. SABS Design Institute, Pretoria, South and verbal that designers use.

Africa. www.sabs.co.za/index.php?page=daci 09. All stresses added by the author.

07.Linda Mvusi is an architect and respected 10. Source: http:/www.tutufoundationuk.org/
design industry leader in South Africa. She is ubuntu.html
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Pido’s hypothesis was refined by South African academic, Marian Sauthoff ',
who argues that:
« design must mean something in its own culture
« the purpose of the design should be very clear
« there should be a rich dialogue between the user and the product
« sustainability is a major factor that cannot be ignored
« the product should, by itself, enhance the user experience and should
consider the context in which it is to be used
« designers should think strategically and continuously, reviewing their
processes and solutions
These common factors match international thinking and should
undergird design education in the future, as they relate to what was
highlighted by the 2011 Icograda Design Education Manifesto project. For
me, the word ‘context’ is the most critical when we talk about the future
design education.

Conclusion

Teaching the cause, context and result of globalisation must be fostered as
the essence of design education, and regional design history, ethnography,
sociology, economics, philosophy and politics must be critical focal areas
in future design education.

In this regard, | do not mean to entertain regionalism, but rather
embrace cultural universalism and uniqueness, access to technology and
distribution systems, as well as pose fundamental questions concerning
what defines the aspirations and ethics of design education and practice —
the context in which design operates.

11. Marian Sauthoff is Dean of the Faculty accredited academic design journal in Africa,
of Art, Design and Architecture at the University Image & Text, Journal for Design, published by
of Johannesburg and founder of the only the University of Pretoria.
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Not much has changed on the continent since the 2000 manifesto.
Design education is plagued by the same major challenges. | will delineate
the key issues facing design in Afrika here.

1. There simply are not enough design schools, and the few that exist do
not have curricula relevant to the students’ situation and environment.
There is also a lack of qualified design educators as most teacher training
facilities are unaware of the existence of design education.

2. Areassessment of what design means is necessary. Most students
consider design a Western phenomenon and find it difficult to look inward,
and at home, for inspiration. As a result, there is a tendency to reiterate
trends occurring in the Western capitals.

3. Design’s role in the development of a country is still misunderstood
by many on the continent.

4, Parents are unaware of the importance of design as a profession,

and often resistant to children choosing a career in design. Afrika must
follow the example of countries to the North, who introduce design
processes and innovative thinking as ESSENTIAL life skills in primary
school. Design should occupy a role like reading, writing, math and science.

5. Last, but not least, in an increasingly digital classroom, many confuse
technology with design. We must not confuse mastering an application like
Photoshop™ or Corel DRAW™ with being a designer.

As someone who returned to Afrika to found a design school, | have learned
a lot about design education on the continent and reached the conclusion
that a multi-disciplinary approach is required if the continent is to leap
into the 21st century. In other words, graphic design should not be taught
in isolation. Curricula should include disciplines like industrial or furniture
design — applied design. We still insist on ‘hand skills’in an almost
exclusively digital work environment, and that insistence would resonate
with students more soundly if they actually made things by hand.
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Complexity has defined human cultural development since World War I,
culturally, politically, economically and socially. Our lives have become more
complex and that complexity has afforded us new insights into our very
existence and the widespread changes of the past 20 to 50 years.

While some of this complexity can be directly linked to advancements
in personal computing and its networks, some transformations are more
subtle. The space between the tangible effects of technology and the
immaterial concepts of the humanities and social sciences is a space
of interrogation for researchers searching for answers to increasingly
complicated questions about humanity.

The designer has always been a technologist (technological materials
and the methods of the engineer are the designer’s medium), but was
attracted to technology not as a tool for expression, but as an art for
engagement, like social conversation. This is why the designer has
always maintained a balancing act between the true artist and the
consummate engineer.

Applying design tools to business aims is the natural role of the
designer. We are drawn towards understanding the people we impact,
and are attracted to how modifications (addition or reduction) affect
society. Considering the intricacies of the environment in which we design,
accomplishing this is becoming an overwhelming task. We require not
only craft, but also vision and intuition and a new skill: diplomacy through
narrative and rhetoric.

The education of the contemporary designer requires reassessment
in light of the reality that design education is a life-long journey that cannot
be granted in a formal, four to seven year education (Bachelors to Masters).

There is growing evidence that combining formal and informal
educational backgrounds fosters a collaborative advantage and, in a
world where informal education has never been easier to acquire, we
must embrace diversity.

While the design thinking community might suggest that a designer’s
primary craft is to create low-fidelity prototypes for exploration and
high-fidelity graphics for design strategy and analysis, | firmly believe
that we must maintain a formal studio education, focused on conceiving,
exploring, validating, prototyping and manufacturing form structures.

The designer must be as responsible for the final execution of products,
services and systems as ever.

Teaching design for the last two years has confirmed my suspicions
about design education — there is not simply one type of designer. There
are strategic designers, design researchers, design makers, etc. They all
have a place in the new world and design education needs to support them
and to account for the uncertainty and unpredictability of the future.

Speaking of the unpredictable will bring us back to technology.

The predictable things we know about technology are that it is constantly
changing and it does not always warrant instant adoption. Technology as
a tool cannot be relied upon and our ability to predict future technology
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is severely hampered by the complexity and flux of our society and our

markets. It is, thus, more important to develop methods for understanding

technology and its uses than it is to learn how to use any specific tool.
This all centres on the following principles for design education:

1. Understanding people
The designer must understand several aspects of humanity.
a. Psychology: How people perceive, process and act upon the world
around them.
b. Economics: how people engender value and the processes they
create for trading value.
c.Anthropology: how people create meaning through structure,
language and human relationships.
d. Politics: how people manage and control the relationships in their
lives as they relate to perceived power, and how power constructs
are understood.

2.Understanding technology and science
The designer must understand relevant technology.

a.Computation & Network: Understanding the major changes of the
last 25 years and the degree to which technologies have become
intimate and quotidian.

b. Materiality: Understanding a variety of media, whether it is plastic,
wood and fabric or inks, papers and pixels.

c. Engineering: Basic knowledge of the practice of mechanical,
electronic/electrical and manufacturing engineering would make
designers much more effective.

d.Biological & Earth Sciences: We all require a better understanding
of our place on the planet and the other life we share it with.

3. (Applied) Art(s)
The designer needs to embrace expressiveness and divergent thinking as
a tool for idea conception.
a.Abductive Reasoning: This tool may be used as a means for exploring
possibilities and coming to reasonable decisions.
b.Visual Thinking: This is a supplementary tool for the designer, allowing
them to explore and communicate both more rapidly and with greater
confidence. It is a primary tool for externalising thought and allowing
for reflection and associative thinking.
c. History: Understanding the roots, paths and circles of design and
art history is vital for designers. They must ground their artistry in
critical analysis.
d. Aesthetics: The philosophy of beauty moves beyond the visual into
all manners of sensing. Having a theory and language for aesthetics
is integral to a designer’s success.
e. Criticism and critique (not the same thing): Understanding academic
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criticism and being able to apply those principles in a critique is
a necessity for designers.

4.Language
How we frame our world and our future is deeply rooted in language,
having a mastery of language is key to design success.
a.Rhetoric: By understanding how words provide analytical framings,
designers can both interpret the world we design for and create
new futures.
b. Narrative: The stories we create are tests for our designs, but also
provide a foundation of research for design.
c. Semiotics: The linguistic and visual artifacts of our world are the
stimuli from and through which linguistic and visual meaning is
derived and transferred.

5.Making
Crafts are as important as ever at all levels of design — we are only as
good as our level of execution.
a.Model making: physical models of varying scale.
b. Visual design: colour, luminance, line, type, layout, composition
and negative space.
c.3D design: adding volume, shape and texture to visual design.
d. Drawing and Sketching: using our hands and eyes to generate
concepts, better processes and communication.
e. Personal Management: time management, collaboration and
communication skills.
f.Code: everyone needs to understand how bytes convert to pixels
in order to augment interaction, communication and collection.

6. Systems thinking and service management

The notion that value is created through the collaboration of designers,
customers and stakeholders is rapidly transforming product design,
software design, architecture, visual communication and design research
(to name a few).

These six areas of knowledge, and the key capabilities they consist
of, need to be part of a designer’s education. We must change what we
focus on, at which levels and within which contexts.

But that is just the ‘what’ of this puzzle. The other side of the issue is
‘how’? How do we learn this? What are the best environments for learning
and teaching (not always the same thing) and how can education, research
and industry remain attuned? As | stated at the beginning of this article,
education is a life-long journey. A combination of educational formats
is required for the designer. Education must suit the needs of different
personalities of practitioners with diverse social and cultural backgrounds.

One aspect of what will be taught, in particular, is priceless for
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designers and requires a specific structure — the studio. Applied criticism
and critique are best taught in the studio — a place where peers
collaborate, giving constant feedback, and where a ‘master’ or ‘mentor’
teaches through critique and criticism. The critiques can seem brutal and
young designers must learn to maintain the strength of their point of view
through this process. Those who emerge, do so with a confidence in their
creativity that has yet to see be taught as well in non-studio environments.

What is the studio?

An open space where an individual’s work is available for all to see.
The work ethic is one of cooperation and collaboration rather than
competition. Students with varying levels of experience work closely
with one another. Critiques (not evaluations) are given of the work, not
of the students doing the work. Projects are co-owned and co-created.
The culture is defined by a sense of fluid leadership and encouraged
interruption.

This may seem easy to produce, but | have found that the tendency
towards evaluation rather than criticism reduces the effectiveness of the
studio experience. Learning in the studio is not accomplished through
pedagogical demonstration, but is rather achieved through student
observation and enquiry.

This is often lost in the formal education design studio. Teachers
simply evaluate and demonstrate when they need to be part of the creation
process. Ongoing projects must involve teachers and students alike. How
we execute this in our current context, given the realities of economic
instability, remains to be seen — it is challenging in an industry where most
‘masters’ do not practise their craft, and have taken on the role of account
manager (at worst) or studio, human resource manager at best.

But, outside of the studio, there is still much potential for expanding
education.

Conferences where students can listen to presentations by design
leaders inspire thought and conversation, and add value to the practice.
Although these are usually physical, face-to-face events, a growing
(currently small) number of conferences occur online. Many conferences
also offer their content online in video. Many conferences include
workshops as part of their content mapping.

Workshops are also usually physical events, but many are conducted
online. There are two types of workshop. In Think/Work sessions people
gather to explore a topic in various ways, hopefully to leave with a new
model for thought and communication. Tutorials, on the other hand, are
class sessions where a teacher guides students through a series of
exercises with the goal of teaching a specific skill or group of skills.

Students may also avail themselves of Continuing Education Courses.
These replicate formal degree courses, but are unaffiliated with degree
granting programmes, though some overlap and can be used for credit.

Webinars, web-based lectures given by field leaders outside of a

- HYNNYAYS

4N07TVIW 3AVA

J4NINd 3IHL 40 NOILYIn@3 N9IS3d

102

conference environment, are a useful resource for students.

With so many free (and for pay) resources for reading on the Internet,
reading is crucial. Students have access to blogs, books and, one of the
often missed sources, discussion groups and knowledge sites like
quora.com, stackoverflow.com, and discussion groups and forums like
IxDA.org and Core77.com.

Internships & Apprenticeships are primarily for people still in or recently
graduated from a formal education programme, but we need to build ways for
life-long practitioners to gain these valuable learning experiences in
their career development.

iTunes University is a rich resource that more progressive educational
institutions have successfully employed. Free and for pay lectures,
presentations and tutorials are available on the iTunes store for anyone
to download and use in a host of environments.

Many local organisations — design and other professional associations —
offer periodic learning opportunities for designers at all levels.

The question really is, what other things can we create to allow for
a more open educational system? Our educational resources are limited by
economic realities and must conform to standard of career path
development, but ideally will promote an ethos of human unity over
profit and power.

Lastly, we need to develop a contemporary apprenticeship system in
all design disciplines. We require a more formal structure, where master-
apprentice relationships provide long-term support based around schools
of design. This relationship structure will supplement institutional systems
with post-institutional learning. We need to recognise teaching as a form
of learning in itself and give senior practitioners opportunities to validate
their design processes and methods. This will expand discourse of design
education beyond the institution and bridge the gap between institutional
and industry-based education systems.

In summary, there are 4 main issues that design education must address:

1. We cannot relinquish the craft of making forms as part of the
designer’s role at the executive and at the strategic level.

2. Technology has accelerated cultural complexity forcing us to
examine relationships between use, consumption, social behaviour
and individual meaning.

3. With these changes, come complex environmental, political and
economic challenges that we cannot ignore.

4. We must rebuild the apprenticeship model from early pre-industrial
applied arts in order to supplement life-long design education.
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Graphic design is a far more complicated practice today than it was when
programmes in design education rose in popularity in the 1950s. Early
programmes emphasised the formal qualities of layout and typography
over the semantic problems of clear communication with an audience.
The current complexity of the field is augmented by the Internet, which is
for some a more frequent means of communication than print. In recent
years, design schools have sought to stay abreast of the proliferation of
new media by offering courses in web design, interaction design, and
design of moving images, but creating for the Internet has introduced
issues of narrative, as a result of navigating sets of links between web
sites and texts.

The greatest challenge facing design schools today in my estimation
is how to contribute to clarifying and sorting out communication needs.
Communication between people of different cultures, nationalities, and
language groups has intensified. People travel at a greater rate than ever
before and require orientation and guidance through signage, maps,
directions, place marking and instructions. Graphic design, thus, must be
taught within a global context — that is, in a context where it is presumed
that communication between and movement among different peoples and
cultures will continue and increase.

What does this mean for the graphic design curriculum of the
future? The graphic designer must become a cosmopolitan — someone
comfortable moving within different cultures, recognising social cues,
and facilitating action through graphic communication. Therefore, an
introduction to global culture — what characterises it, how it operates and
how one can function within it is crucial. Courses in global visual culture,
semantic or semiotic theory and communication theory, as well

as sociology and anthropology, would provide this foundation. In short,
the graphic designer must understand people and their cultural milieus.
Graphic designers must also understand the range of media that
people currently employ. They must be comfortable designing for print
as well as for the Internet, and courses in layout and visual organisation
must take both of mediums into account. While formal issues continue to
be critical, more emphasis should be placed on the effective presentation
of varied content. There is a greater need than ever for instruction in
information design and the development of explanations for operating
complex devices, filling out bureaucratic forms, applying for services and
orienting oneself in new environments. Much of this communication is now
transnational and multilingual — care must be given to how common forms,
for example, are designed to be understood by different cultural groups.
Graphic designers must articulate communication needs in new social
environments. As in the design of products, graphic designers must learn
to communicate valuable information in complex situations like disaster
relief, the movement of refugees and threats to national security. Political
and social agencies seek to communicate with large groups to explain
services, regulations and guidelines at an increasing rate.
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Graphic designers must be prepared to step in and facilitate such
communication.

At one time graphic design was used primarily for the promotion of
commerce, but today social communication is the central challenge for
graphic designers and this necessitates well-developed principles of
information design, social interaction and semantics.

Expertise in persuading consumers to purchase products is highly
developed, and now persuasive skills must be applied to promoting positive
social behaviour, such as ethnic and racial tolerance, energy conservation
and environmental citizenship. Encouraging behavioural change has, in
fact, become one of the greatest tasks of the graphic designer.

The cultivation of formal judgment — the use of typography,
organisation of information, creation of symbols and logotypes — must be
taught as means of social communication rather than simply as aesthetic
technique. This is not to denigrate the typographic sophistication of classic
Swiss design or the symbolic power of Polish posters, but rather
to emphasise that visual technique has a social purpose.

The cultivation of visual technique and clear symbols may also
facilitate the adaptation of languages with a limited number of speakers to
new electronic media. This entails a move from verbal to visual to digital —
transcribing speech into alphabets and adapting alphabets to digital forms.
Access to the Internet in one’s own language should be universal.

Meeting these new social challenges is essential for graphic designers
and must be a central part of graphic design education. For design schools,
whether they are part of independent art academies or programmes
within comprehensive universities, engagement with fields of knowledge
beyond design is mandatory. How this task can be reflected into new
curricula remains to be developed but, given the enormity of the task
ahead, communication between and among design schools is essential —
particularly schools that belong to different cultural milieus. The Icograda
Design Education Manifesto can serve as a guide to design schools as they
reform to meet the challenges of contemporary global culture.
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While it stands on its own as a profession, Visual Communication Design
has become a very inclusive field in which professionals and amateurs have
important roles to play.

Redefining ‘Graphic Design’ as ‘Visual Communication Design’ is
healthy. The new definition expands the boundaries to take account of both
the technological innovations and their democratic nature. To continue to
see the design profession as something separate from the lay pursuit of
design may not be in anyone’s best interest. Our profession as designers
and design educators is no longer in the realm of esoteric knowledge.
VisComm?© Design is highly accessible to a lay public from early childhood
to the end of life. Now more than ever before, anyone can design visually,
with varying outcomes and consequences, of course.

With the expansion of access and inclusion comes a responsibility
on the part of Icograda to recommend guidelines and agendas for the
instruction of a broad population in the principles of good, conscious and
well-critiqued design. There is necessity for more intimate interaction with
other disciplines, such as psychology, anthropology and art history in order
to provide a more comprehensive understanding of visual experience.

This also means that common ground must be identified and different
contexts explored in order to produce well-informed, self-conscious
design. The process of imparting VisComm skills has changed and curricula
are changing with it. A new set of goals for assessing competence can and
must be produced.

New technology negates the long-term problem of ‘designer
arrogance, where the designer perceives himself/herself as godlike, with
special talents, training, knowledge and knowhow. On the other hand, all
too often, the designer is the last professional to be called into a project
because non-professionals believe that they have all the necessary skills
to develop their visual products.

We are all born artists. Non-artists are unmade. While a designer is
made, not necessarily born, we must be cognisant of potential designers
who can be developed to their maximum potential, for they are everywhere.
Some will become full-time professionals and make their living from design
practice and teaching. Others will not, but they will at least, understand
what design is and how important it is in their lives.

More than ever, design education must prepare students for change.
Change occurs so rapidly that the conventional methods of preparing
children for adulthood are no longer quick enough to accommodate
the transformations that will take place as the child grows up. Design
education, perhaps more than any other field, can contribute to the
development of agility, resilience, proactive thinking and multiple skill sets
in both young and old, as they cannot hope that their lives and work in the
future will be as they are today.

01.VisComm is an abbreviation of Visual Communication
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VisComm education begins in infancy as the baby begins to
make sense of its surroundings. The way adults arrange their homes,
neighbourhoods, cities and countryside gives the infant clues about the
proper order of the things it sees. In nursery school, the child learns from
visual experience and creates its own visual experience through play that
includes drawing and sculpting. In kindergarten and primary school, the
child is introduced to more visual experience through reading, writing and
calculating. While literacy and numeracy are emphasised, pictoracy is often
neglected. Making images to communicate visually is not high enough on
the agendas of most school systems.

As design educators, we are all familiar with the standard and
innovative curricula at secondary and tertiary institutions. We also see and
interact with the non-formally trained designers around us in the streets,
markets, cities, farms, deserts and forests of our countries.

Children with access to computers now have a wide range of visual
and design tools at their fingertips. Children without computer access
must rely on the range of technologies that were in place before. The gap
that results from this disparity needs to be addressed and narrowed, so
that more children in more places and circumstances can share knowledge
and facility with a full range of skill sets. Children with access to television,

video and film have an even wider range of visual experience before their eyes.

Design educators are being challenged to impart, nurture, develop
and respond to design competency in all children and adults, not only
the privileged. The design profession can interact with other professions
by offering to exchange special knowledge through interdisciplinary tools,
like journals, conferences, online courses and seminars, to mention a few.
We must emphasise the need to include design as a component,
no matter how small, of child rearing, early childhood education and
primary through secondary and tertiary education. Making teachers
conscious and aware of design as a component in most, if not all, of the
core subjects will enable them to pull it together in an innovative way.
Design professionals and educators may not yet fully understand how
important our discipline is in the future of humanity now that that everyone
canjoinin.
Icograda can promote the design process by producing
recommendations for including the design perspective in all curricula
in educational systems. VisComm Design as a separate subject, and
as a thread running through other courses, should be part of the curricula
in teacher training institutions and education programmes everywhere.
Future programmes should also recognise the value of the past,
whether or not past paradigms are applicable, to provide continuity
in the field. Likewise, those of us in countries where the original design
paradigms are perishing can redouble our efforts to learn them and pass
them on to our students. Particularly in Africa, the old is being swept
away in favour of new paradigms that may or may not actually work
in the environments where they are applied. The old paradigms should
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inform the transformations brought on by rapid change.

Achieving Oullim or the ‘Grand Harmony’ also includes recognising
difference as an enriching factor in design experiences. African social
systems, more often than not, enable people to break apart into their local,
social, religious, linguistic and ethnic environments while coming together
as a whole for the greater good. VisComm design education should be a
factor in facilitating faction and fusion.

VisComm Design, used as a problem-solving tool can enable humanity
to step wide-eyed and self aware into the future. Are we, as practising
professionals and design educators, ready to declare ourselves at least
partial saviours of future generations that need to become self-conscious
of the role of design and its tools in order to survive?

Icograda has an important role to play in publicly declaring the
design process a unifying principle in pursuit of Oullim. We may even
consider redefining ‘The Grand Harmony’ as ‘The Grand Glue, although
‘Grand Cohesion’ may sound a bit better.
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For too long, design has emphasised the individual designer, their work
and their ideas. This creates a division between individual designers and,
to some extent, isolates them. The idea of communities of practice, though,
runs counter to this as individuals within the culture share a vision and
develop it, and forge a network of teachers, students and practitioners.
Such sharing is a powerful manner of advancing ideas.

Design is many things with many possible perspectives, and design
departments rarely have a unifying philosophy about the field’s importance,
areas of focus or methods for solving current problems. In essence, they
have not thought about their particular mission for or vision of design.
Without such a vision, each faculty member follows their own unique path
and there is often little correlation between the various perspectives.

Why is a vision necessary? New opportunities to do interface,
interaction, motion graphics, user studies and design research work, and
to collaborate across disciplines, demonstrate that the technologies, design
methods and creative possibilities have expanded and changed. It has been
clear for some time that no department could provide a comprehensive
education that covered all aspects of design, hence the need for a vision.

A smattering of this or that does not build design confidence — it dilutes
connections and attention. As the context of design is dynamic, the vision
also needs to take into consideration whether the programme prepares
students with the ideas and skills required now, or prepares them for future
professional demands. A vision for design education can be tailored to a
faculty, its student intake and the larger institution. Not all departments will
be the same, but the vision should provide a common perspective on design
within which they can advance their work and teaching.

Because design is so broad in its application, its many points of view
cause confusion among students who do not understand the depth of study
needed to move from beginner to competent practitioner to expert. Without
a focus, many students struggle to make sense of the divergent theories
in design education. Avision supplies a synergy that helps students
participate in a perspective on design and in a community of practice with
particular values, skills and knowledge.

Common perspectives might include:
« adesire to humanise technology
« an investigation of semiotic application
« acommitment to design history
« a human-centred perspective on design
« acommitment to design research
« an investigation of ecological issues
« acommitment to support local culture
« a focus on interdisciplinary work
« acommitment to relate design and business practice
« a focus on dynamic information in digital form
- an investigation of design as a cultural statement
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The listis in no particular order and could be more extensive, but what
is key is that faculty share an interest in how design develops — that they
do not replicate the past or work and teach in isolation. They must work
toward extending how design serves people or how design becomes a
more substantial discipline. Such an approach serves both teaching and
learning, and moves design forward within the larger community of practice
— Icograda itself and beyond.
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As an educator and practitioner who involves communication design
students in local and international projects with research and applied
components, | am particularly engaged with the manifesto’s aim to deepen

the intellectual foundation of the discipline through research and methods.

The manifesto calls attention to collaborative efforts and the implications
of what and how we design. This position challenges the common
misconception that designers are stylists. Whether in communication
or industrial design the term “design is most often understood by the
public as an artistic practice that produces dazzling lamps, furniture, and
automobile” (Margolin, 2002). This revised manifesto is an important step
in solidifying our purpose, role and potential in a fundamental way.
In this essay, | focus on three issues that are an integral part of
my teaching and research practice. These key issues have long been
underrepresented in design education and practice, and are increasingly
important in a design education that is pluralistic, ethical and sustainable:
1. Increasing cross-cultural and transdisciplinary communication
and collaboration
2.Preparing students for technological, environmental, cultural, social
and economical change
3.Teaching qualitative and quantitative research methods (including
ethnography) to solve problems

These intrinsically connected objectives are imperative today when
the social, cultural, economic and environmental context in which we
live — and design — is increasingly more complex and diverse. A major
factor influencing this complexity is the development of communication
technologies that foster new interactions and connections, and the
dissemination and reception of information®'. Access to this technology
expands worldviews, leads to knowledge sharing and enables creativity®.
Beyond the changes in our production and communication technologies,
there are multiple social networks for communication designers that
promote social responsibility and collective good, including Design21,
The Living Principles, Design Ignites Change/WorldStudio and OpenIDEOQ,
the non-profit side of the consultancy IDEO.

Although it is not yet clear what impact the networks and their
members will have on the public or on policy, the growing presence of
such communities illuminates an increasing interest in social design
and design’s role in solving complex problems that require collaboration.
For communication designers to successfully contribute in the global
context, we need to expand our toolkit. We must increase our capacity to
collaborate, to integrate research and methods that inform our processes,

01.Other production technologies, once costly and even people one might consider marginalised

prohibitive such as 3D rendering, fabrication and have access to and participate in networked
digital printing, are now relatively affordable and conversations. INDIGO design network is one
accessible. example of a virtual space to share Indigenous
02.In my experience working with indigenous design from all over the world.

Maya people in southern Mexico | found that
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to develop cultural competencies and to understand design in context
(and as systems). The challenge is that we must develop these capabilities
in addition to the conceptual, formal and technological requirements
of contemporary communication design.
By emphasising research and methods and engaging with clients
and the community, we will be better prepared to lead and participate
in projects from their inception. Today, communication designers arrive
at a project after major decisions have been made, and can often lack
avoice. Integrating research will grant our discipline more credibility
and add weight to our contributions. In terms of methods, rather than a
rigorous ‘one-way’ of working, we must introduce flexible, contextual and
collaborative processes, such as ethnography, participatory design and
co-design. These qualitative methods, if appropriately applied, can lead
to meaningful, innovative and sustainable solutions to problems (more
sustainable and ethical when identified by people within the communities).
Human-centred qualitative methods, such as conducting fieldwork in
a project environment, reveal how culture and human interaction can
shape design processes and outcomes. Teaching students research
methods — including how to engage with communities — is critical for the
development of informed, empathetic and culturally competent designers.
Practising and learning research skills can occur in and out of the
classroom. However, as we advocate research in education, and in the
discipline more broadly, we must also attend to the manner in which
findings are applied projects. Ethnographer Rob van Vegel notes that
research sometimes remains unanalysed and unapplied to problems —
even when the designer actively participates in the process — as a result
of the chasm between research and design (van Vegel, 2005).
How do we understand our research findings and apply them to
our work? Jon Kolko, of the Austin Design Centre, illuminates a concern:
“younger designers fail and waste precious time, becoming frustrated and
ultimately rejecting the ethnographic research methods” and suggests
synthesis as a way of moving from research to application (2011). Research,
fieldwork, design in context and collaboration must be part of education
in order to provide students with decision making capacities and an
understanding of the diversity of communication design. Students who are
educated — and not trained — are prepared for change. Brazilian educator,
Paulo Freire’s ‘critical pedagogy’ is an important educational movement
where students are involved in the teaching-learning process. As Henry
Giroux writes:
Critical pedagogy also insists that one of the fundamental tasks of
educators is to make sure that the future points the way to a more
socially just world, a world in which critique and possibility —in
conjunction with the values of reason, freedom, and equality —function
to alter the grounds upon which life is lived. That is hardly a prescription
for political indoctrination. It offers students new ways to think and
act independently. (2010)
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Focusing fieldwork on exploration and discovery leads to, in my
experience, empowerment of both the students and the people they come
into contact with. Advocating for design to move beyond the classroom (and
into the context it will operate in) signifies a shift from traditional studio
based education that separates the process and product from the
environment in which it will function.

Students need to be guided through this process. They need to
understand the value that context brings to the process and articulate this
value. In the Design for Development initiative, | collaborate with design
students and indigenous Maya in rural communities in Mexico on problems
identified by the community, not those we impose from the outside.
Students leave the classroom, enter a different social, cultural
and economic environment, learn human-centred research methods
and apply these to real-world design problems in collaboration with
client-partners. Solutions are designed and developed to directly benefit
people. The outcomes can be diverse — resulting in the design strategies
and products or the identification new problems. With the appropriate
concepts, tools and experiences, fieldwork — or working in context —
provides a place where students apply design thinking, research and
collaboration to identify or reframe problems. Some of this already
happens in industry, but there is very little preparation for it in curricula —
at least in the United States.

While my context is southern Mexico, similar activities should
occur locally, so that students and educators can develop relationships
with communities. The results have been remarkable both for students
and project partners. Global or local, working in different contexts —
especially those underserved by design — evinces the importance of
working responsibly to understand the real, rather than projected, needs
of a community through observation and participation in daily life. The
ability to partner with others and learn through experiences supports the
collaborative and multidisciplinary nature of design. Adequately conveying
what communication design is and educating citizens about design
thinking and its value(s), will be the task of design educators and students
as we make this change in our discipline.
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| am uneasy about manifestos for many of the reasons suggested by Ahn
Sang-Soo and Sharon Poggenpohl (2002). | am also mindful of the violence
implicit in many political manifestoes, as astutely observed by Walter Benjamin:

There is no document of civilisation which is not at the same time

a document of barbarism. (Illuminations, 248)

Benjamin suggests that the grand words used to write a manifesto for
a new civilisation inevitably do violence to the existing civilisation, or to
those who question the manifesto’s legitimacy. The potential violence | see
in this document is twofold: first, to the well-established craft skills and
traditions of graphic design. The danger, here, is that the old crafts
will be displaced by new demands in the new curriculum. The transition
from graphic design to visual communication will place enormous demands
on students and teachers alike. The second potential danger is to the
cumulative body of research and practice that is ignored as the new order in
the manifesto replaces the old. The manifesto will remove the obligation to
scrutinise the earlier work that offers findings and insights that could save
needless reinvention in the manifesto’s ‘future’.

Some of us have been travelling this new route through pedagogy,
research and professional practice for nearly 50 years. Among the many
contributors are Jorge Frascara, Clive Richards, Karen Schriver, Peter
Simlinger, Paul Stiff, Rob Waller, Karel van der Waarde and Patricia Wright.

Institutions such as the International Institute of Information Design (I1ID)
and journals including Visible Language, Information Design Journal, Design
Studies and Applied Ergonomics were at the forefront of encouraging
and participating in this effort, which made it possible in the mid-1960s for
me and my colleagues at the then Sunderland College of Art to set up a new
type of graphic design course, called Visual Communication, for many
of the reasons stated in the manifesto (Sless 1996). We developed many
aspects of this approach for pedagogy (Sless 1981), and subsequently for
professional design practice (Sless 1998). But there were many painful
lessons along the way.

Communication

Introducing the term communication to graphic design discourse proved
daunting. First,‘communication’ — what it is, how its effect is measured,

or how one might value its contribution to public and private life — is
philosophically, empirically and ethically problematic (see Sless 1991,
Sless & Shrensky 1995, Shrensky 1998). Second, moving from a definition of
design as the craft of making things to one of actively engaging in the social,
economic and political life of a society involved formulating the critical
criteria by which designs could be judged. The craft criteria, such as fine
typography and aesthetics, were no longer an adequate basis for judging
the quality and value of a work. New criteria, such as communication
effectiveness, social responsibility and ideology had to be created, debated
and accepted before they could inform pedagogy and practice.
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Effectiveness and evidence

Once we moved from the design itself — its style and beauty — to its
performance in the social world it became necessary to ask how we were
to judge its effectiveness in achieving its social purpose. The primary
insight of those of us who asked this question, whether working on
documents, websites, wayfinding systems, forms, diagrams or advertising,
was that we could not rely on our professional judgement alone as a
measure of effectiveness. We had to collaborate with the potential end-
users of our designs by testing and refining the designs until we had
gathered evidence that they effectively achieved their purpose.

Critically, we moved from a practice based on judgements made
exclusively in the studio and the clients’ offices to an evidence-based
practice founded on work conducted outside. The implications of this move,
for both teaching and practice, are profound. Many designers are reluctant
to make the shift from designer as heroic figure in the cultural landscape to
designer as evidence-based professional. New skills have to be learned and
practised, creativity needs to be augmented with the disciplines of evidence
and new tasks have to be undertaken to move a brief from start to finish.

Design process

These new tasks led us to ask about the stages we should take a design
through, in order to arrive at an acceptable outcome. In the mid-1980s
my colleagues and | at the Communication Research Institute began
conducting research into possible processes, and in 1990 we published
the first of many case histories and papers describing this work and its
findings (Fisher & Sless 1990).

Our cumulative findings, and those of other design methods
researchers, suggest that there is at least one optimised process that can
lead to successful outcomes (illustrated below). It may not be the only
process, but having used it successfully for two hundred-plus projects
over 20 years, we are confident that it is broadly applicable as a mature
and proven process (Sless 2008).
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The relevance of this to the future of graphic design/visual
communication education cannot be understated:

« much of what is taught currently in graphic design courses prepares
student to do about half of what needs to be done in prototyping and
about a third of what has to be done in implementing; the other tasks
in the process are superficially touched upon
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« the missing skill in prototyping is writing. Research clearly shows
that successful communication is a mixture of graphics and words
(Schriver 1997); most graphic design students do not gain professional
writing and editing skills as a normal part of their training
« the missing skill in implementing is creating customised output
systems: design students are still trained to develop single designs
for mass production, whereas organisations are increasingly calling
for rules for implementing systems where every individual receives
acustomised item
« specific forms and protocols of testing, retesting and refining, with
the participation of the community, are crucial to the success of a
communicative design; graphic design courses give little weight to
these stages
«the amount of effort involved in carrying out all these stages to a
successful outcome is 50% of the effort, of which prototyping is
seldom more than 10%; the remaining 50%, not shown on the above
diagram, is the political management of all interested participants.
Thus, the transition from graphic design to visual communication
involves a radical, painful and expensive change to the curriculum. Less
than 10% of the content of the so-called new is currently being taught.
Where is the remaining 90% going to come from?

The design of the Manifesto itself should alert Icograda to the long
journey it needs to undertake before it can claim to be skilled in Visual

Communication. Visual, yes; but communicative?
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Graphic design curricula must be flexible and responsive. As designers and
educators we must strengthen the relationships between design and the
sciences, between design and business organisations, and between design
and relevant communities. There is little doubt that the design paradigm
will continue to shift, as will the current economic, social, cultural,
environmental, technological and political contexts in which it operates.

We are witnessing a time when the graphic object is no longer the
sole outcome of design practice. Posters, billboards, publications and
navigational systems are still the domain of the graphic designer, but
increasingly designers are involved in generating services, information
visualisation and visual experiences. Designers are moving away from
tangible object-orientation and toward experiential or service-oriented
design solutions. As global contexts change, the need to form closer
working relationships with those outside of the discipline, in fields like
ethnography, psychology, human-factor research and policy making,
increases. This understanding of co-operation may be broadened to include
the participation of targeted communities that have local knowledge which
can inform and shape a project and solution.

We are also witnessing the methods and processes of design being
successfully adapted to other academic disciplines. For example, business
management courses have adopted design thinking as an integral part
of their postgraduate curricula. Specifically, new courses in ‘design for
social business’ focus on the strategic use of business models and design
processes in order to create goods and services with social goals. New
programmes are also integrating design, management and engineering
in order to meet the needs of public and private sector organisations. This
approach is most successful when design is considered as beneficial as
the disciplines it is partnered with. Design is a collaborative process.

Thus, the designer is a ‘connectivist’ with an inherent capacity to
establish and foster links between disciplines®'. Design thinking and
critical practice should form the basis of how we approach contemporary
social and economic challenges. These skills inform how we identify
and act upon situations where design can improve the wellbeing of a
community, and provide solutions to economic, ecological and cultural
sustainability—locally and globally.

While the inclusion of graphic designers on interdisciplinary teams
might appear to blur discipline boundaries, subject disciplines continue
to flourish and provide a foundation for specialist knowledge. What is
emerging and needs consideration is the potential for ‘new’ knowledge
areas in the hybrid fields between disciplines and in new forms of media.
Designers can contribute to these subject developments and have a key
role to play as facilitators of knowledge exchange through information
visualisation and communication with relevant stakeholders.

01.Cahalan, Anthony. 2007. The Future of Design http:/education.agda.com.au/articles/view/story/
Education, AGDA, 1 February. the-future-of-design-education [17 April 2011].
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We should certainly not dismiss craft and its ability to shape and
inform new directions within the profession and the education of designers.
Craft should embrace notions of the maker’s hand in production to provide
aunique, individualised experience. The physicality of creation illuminates
how direct knowledge is gained about materials and processes. Craft is
also associated with the production and maintenance of a quality output —
this applies to more traditional methods of creation, as well as digital and
technology-based techniques. We should not replace, but rather augment
specialist disciplines and work with teams that embrace a generalist
understanding of design and those that have craft specialisms. The synergy
between these two tiers of knowledge will provide the foundation for design.

But how do we move forward in developing new curricula? Design
writing and critical engagement should be an integral part of a designer’s
education. Emphasis must be placed on ‘how design is practised’ rather
than on adhering to a particular style. In other words, understanding
academic criticism and applying critical thinking skills to design challenges
is crucial for a designer. In addition to fostering understandings of narrative,
storytelling and critical self-reflexivity, design practice should promote
design writing to address the needs of multi-platform content delivery.
Designers will need to interpret vast patterns of information and
will be required to develop analytic tools for communicating the
complexities of data.

In the 1990s, design suffered from an image problem. The epithet
‘designer’ meant something flashy, hip, expensive and, ultimately, beyond
most people’s reach. We have moved on from that and established a
socially aware vision of what design can be. In education, courses are
orienting themselves toward socially conscious design and, in a political
climate where every academic discipline is being scrutinised for its
‘usability, this seems especially apt. Arguments about the politics of such
an approach aside (the British government’s insistence on ‘The Big Society
is a source of much controversy) this is our current situation. The challenge
for design education is to adapt and to critique. This has always been its
core aim, but it is now more relevant than ever. llluminating the need for
self-reflexive and critical skills in design education must be the central
plank of this project.
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Collaboration
Cross-disciplinarity
Democratisation
Diversity
Problem-solving
Sustainability

The 2000 Icograda Design Education Manifesto began by revealing how
developments in media technology and the information economy affected
the practice of design. Having lived and worked in what is now agreed to be
a‘Knowledge and Creative Economy’ for over a decade, the full implications
of the changes have become clearer.

The variety and complexity of design issues has indeed expanded
from local and specific to global and universal. Collaborative work is, not
only accepted, but upheld as the ideal way to work on significant projects.
The boundaries between areas of design have faded considerably and are
less relevant, as most projects require cross-disciplinary, collaborative
teams. Design tools have converged with digital devices. The promotion
of consumer goods as a driver of economy is no longer as desirable. The
role of communication designers in the creation of desires to stimulate
consumption is now openly questioned as global sustainability is
threatened by the over-consumption of material goods and individual
acquisitive greed.

Most important of all, visual communication is emerging as
an integrative profession, as other branches of design become
more specialised and discipline bound. Product design, interior and
environmental design, exhibition design, textile and apparel design,
automotive design, interaction design, information design, animation
design and new media design are areas of design defining specialisations
that have boundaries that define their practice. Visual communication,
however, is expanding into an all-encompassing system, which allows
it to formulate integrated solutions that require products, interiors,
interactions, information design and new media solutions. For visual
communication designers, there is little value in narrowing specialisations.
Value is located in the opportunity to contribute — in a collaborative spirit —
to the enrichment of the human experience and to find communication
design solutions that make that experience available to all.

In identifying too closely with a specialisation or sub-identity one
diminishes potential creativity. To expand the domain of individual interest
and existence, by considering oneself a human being and global citizen
first,and a ‘film title designer’ or a ‘font designer’ second, brings an
expansion of values, concerns and responsibility. It also makes one a better
‘film title designer’ or a ‘font designer’

Two key qualities in the knowledge economy are that knowledge
expands and enriches itself as a result of being shared freely and that
personal ownership of physical assets does not constitute wealth. The
attitudes and practices of the physical and material economy have made
the world unsustainable only 200 hundred years after their adoption as a
dominant economic model, and have created the crisis we face now —
they must be discarded. It is here that visual communication can play
an extremely important role, by proposing, designing and implementing
necessary and emergent global changes.

The competencies and specialisations upon which designers base
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their careers are no longer exclusively the domain of professionals.
Everyone has the means and media to take photographs, make videos,
express thoughts visually, do calligraphy and typography, illustrate,

design websites, create film titles and information diagrams, and be
engaged in activities of giving form — on and offline. This allows for a
wonderful diversity in approaches, idioms and expressions in visual
culture, as opposed to the reprocessed visual ideas of much professionally
designed output. The professional design community should embrace the
diversification and democratisation of the creative process. As more people
engage in creative activities, a greater understanding of creativity, and

an appreciation for excellence in the creative domains is fostered. In this
context, excellence could gain its own appeal, and be directly recognised
and appreciated by a global audience without needing marketing agents.
In light of the democratisation of design processes, originality and

creative excellence would not require extensive funding, nor would they go
unrecognised as a result of a lack organised promotion (which has often
made the mediocre and the unoriginal appear more valuable through
expensive campaigns).

In re-reading the 2000 Icograda Design Education Manifesto, one is
reminded of the detailed discussions and precision that led to selecting
the keywords, summarising succinctly the main principles, thoughts,
arguments and visions for the future. The manifesto captures visual
communication as an integrative profession and its need for a more
advanced balance between humans and the environment, collaborative
problem solving and the nurturing of attitudes of learning through self-
reflection to meet the growing variety and complexity of problems. As the
manifesto illuminates, education must allow individuals to develop their
own potential, and strive to harmonise East and West, north and south, as
well as the past, present and future.

The Oullim manifesto does not really need to be expanded with
attempts to ‘complete’ the list of sub-identities and sub-practices.

It actually requires further editing, condensing and universalising to evince
its core thoughts that recognise the collaborative nature of the emerging
practice of communication design, and make design a central activity
devoted to improving quality of life. The tenets of the manifesto need to

be more like ‘sutras, to define a code and a credo, which will be universal,
eternal and applicable to all future possibilities without necessitating an
upgrade and rewrite every decade.
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R-E-S-P-E-C-T
Find out what it means to me.
R-E-S-P-E-C-T
Take care, TCB.
Original lyrics by Otis Redding, made famous by Aretha Franklin

On the occasion of the 10th anniversary of the Icograda Design Education
Manifesto, we have a wonderful opportunity to define alternative ways of
being for design education. In this essay, | propose respectful design in
design education. | address what |, and others, mean by respectful design,
how can it be manifested in design education curriculum and practices,
and how respectful design educational approaches can prepare students
for ethical ways of being.

Defining respectful design

Respect is an important concept in nearly all the cultural systems in

the world®'. Respect, jen, permeates Confucian thought and practice®.
Respect for the elders and ancestors features in many Indigenous
traditions in Africa® and Australia®. The importance of respect lies in its
relational emphasis on what Richard Sennett describes as the “intrinsic
worth that each individual has that entitles that person to be treated with
dignity and regard®.” The notion of ‘person’ is extended to include the
animals, minerals, fauna and flora that is part of the ‘nature’ in human
nature. Design, in the Herbert Simon sense, is the “..devising [of] courses
of action aimed at changing existing situations into preferred ones®.”
Thus, a definition of respectful design would be something akin to the
creation of preferred courses of action based on the intrinsic worth of all
human, animal, mineral, fauna and flora and the treatment of them with
dignity and regard.
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Making respectful design manifest in design education

While other educational theorists have discussed the role of respect in
education®, this delineation of respectful design originated in the 2010
discussions of Swinburne University’s Faculty of Design. It was the result

01.Sennett, Richard. 2003. 05.Sennett. 2003. 49.

Respect: the Formation of Character in an Age 06.Herbert, Simon. The Sciences of the Artificial.
of Inequality. New York: Norton. 1969. Cambridge, MA: MIT Press.

02.Wawrytko, Sandra A. 1982. Confucius and Kant:  07.Scharlipp, Matthias, Naylor, Gordon and Georg
The Ethics of Respect. Philosophy East and West, Lind.The Dawn of Education: Basic Principles
32(July): 237-257. and Objectives of the KMDD in the Light of

03. Leary,Joy, Brennan, Eileen, and Harold Briggs. Buddhist, Bah&'iand Democratic Life Standards
The African American Adolescent Respect Scale: toward Full Human Development. Presented at
A Measure of a Prosocial Attitude. 2005. Research 2007 symposium of the American Educational
on Social Work Practice 15:462. Research Association (AERA) Conference:
04.Sheehan, Norman and Polly Walker. 2001. The The Quality of the Konstanz Method of Dilemma
Purga Project: Indigenous Knowledge Research. Discussions (KMDD) for Teaching Moral and
Australian Journal of Indigenous Education, 29(2): Democratic Competencies. Chicago:

11-17. [Ebsco host, 26 February 2011]. 9-13 April 2007. 133




of an attempt to synthesise the indigenous knowledge offered by Dr. Norm
Sheehan, the principles of sustainability proposed by Professor Frank
Fisher, and the feminist thought and race theory proffered by Dr. Deirdre
Barron and myself. The aculty identified and endorsed respectful design
as a strategic path and institutional mission. The dialogues at Swinburne
Design have global resonance and reflect the assertions of participants

in the 2010 IEN Design Manifesto meeting in Jinan, where the humanistic
aspects of design, collectivity and respect, as well as the maintenance of
harmonious relations, were emphasised.

Respectful design proposes a shift in design education to focus on
how students and staff exist ontologically, or ‘be, in the world rather than
solely how they see the world. Swinburne Design substantiated respectful
design by creating a foundation of principles of respect and sustainability
for its design programme. In 2012, the Faculty will evaluate every student’s
performance based on those principles. How respectful design is put into
practice in both teaching and learning is crucial. There are many ways to
approach this task:

« Introduce first year students to the ethics of research and
design practice. In Swinburne Design’s first-year unit, Methods of
Investigation, we introduce students to the Three Ethical Principles
of Research (e.g. respect for persons, beneficence, and justice)®, the
Living Principles for Design®, and indigenous principles for research
This enables us to establish ethical behaviour as the basis for all
aspects of design engagement.

« Teach drawing not as just a technical skill in seeing, but as a
philosophical skill in coming to understand one’s contextual
environment and place within it. At Swinburne Design, we have
begun dialogues between Indigenous Australian visual expressions
of knowledge and Bauhaus design principles to reframe the
studio experience.

« Approach materials as transformed animal, mineral and plant
creatures rather than as instruments of use. Cultivate awareness
of the origins and processes of the materials used in design and
emphasise local sourcing. Exercises in having students make their
own paper and dyes from local sources serve to connect students to
materials on a deeper level.

« Emphasise in all actions the relation between teaching and learning.
This is often a challenge in design faculties as large as mine (e.g. 2
200 students), yet as discussed in the work of Jennifer Gidley ' and
bell hooks', it is important to practice education as an act of love.

These are only suggestions on how to begin respectful design education.

Design institutions and programmes must tailor the practice to meet
their demands.

Preparing design students for ethical ways of being
Richard Sennett outlines three barriers to establishing mutual respect:
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unequal ability, adult dependency and degrading forms of compassion'.
respectful design education directly addresses these barriers and creates
paths towards mutual respect. The craft of making things well in design
provides what Sennett describes as the “...inner sense of self respect’+”
Respectful design education protects this inner sense of self-respect by
emphasising each student’s worth and dignity. In addition, by focusing on
how other creatures make things differently but well, respectful design
aids students in developing respect for others. The relationship between
staff and students is characterised by an interdependency that modifies
the master-apprentice model of studio education — it recognises the
collaborative nature of teaching and learning. Finally, respectful design
education brings self-critical reflection to the “Design can save the
world” hubris by acknowledging the autonomy of other ways of being

and processes of self-determination. With these skills and principles in
mind, respectful design prepares students and practitioners for designing
courses of action based on the intrinsic worth of all human, animal,

mineral, fauna and flora creatures.

08.US National Institute of Health. U.S.
Government Printing Office. 1979.The Belmont
Report: Ethical Principles and Guidelines for the
Protection of Human Subjects of Research.
http:/ohsr.od.nih.gov/guidelines/belmont.
html#goa [25 February 2011]

09. AIGA 2009. Living Principles for Design. [7
January 2010] http:/www.livingprinciples.net/.
10.Sheehan and Walker. 2001.

11.Gidley,Jennifer. 2007. Educational Imperatives
of the Evolution of Consciousness. International

Journal of Children’s Spirituality, 12(2)August: 119.

12.Hooks, Bell. 1994. Teaching to Transgress:
Education as a Practice of Freedom.

London: Routledge.

13.Sennett. 2003.

14.Sennett. 2003.
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New framework, new theory, new methodology and sustainable

practice — towards a new education curriculum

At the moment of reading, the ‘tomorrow’ of the title may already be a
‘yesterday’ Two fundamental influences, the passage of time and social
change, have determined the history and the contemporary position of
design practice. The impact of these forces has resulted in the uncertain
future of design and this uncertainty is as hotly debated as the issue of the

-
O &
A -5- sustainability of the liberal economic model that fostered the emergence
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of design theory and practice.
In light of growing environmental, economic and social problems,
¢ the satisfaction of needs for material and symbolic community through
creativity and the use of design for mass production are, as foreseen by
Matko Mestrovich more than 30 years ago, gradually losing their purpose.
What does the future, or ‘tomorrow, hold for design?

A new framework

If the emergence of the industrial paradigm and social change created
the conditions of mass design and communications, can the current
changes favorably influence the existing practice? Can lessons be drawn
from historical examples to establish a practice capable of responding

to social problems? The environmental crisis has clearly articulated the
need for a systematic, sustainable and collaborative approach to design.
Therefore, even if up to this point the design practice has followed a
deductive method of meeting commissioned demands, in the future, a new,
proactive approach will be necessary — an approach functioning within
a methodological framework and generating new values. If the classical
liberal market does not offer a practical model for the discipline, we must
adopt a new, inductive approach in order to design a sustainable natural
and social environment.

TR
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New philosophy
According to Norbert Bolz’s precise and useful definition, “design today
comes closer to a cognitive theory on the material world than to designing
those objects.” Of course, those material objects will continue to be
designed, although questions of how, for whom and to meet what needs
remain uncertain. The main factor of our contemporary material world
though is not the production of objects, but the interaction between objects
and users. Design has always been a method and space for interaction,
despite being mistakenly considered merely an ‘aesthetic space’ until the
1960s (it is still viewed as such in less informed cultures). Its value as a
‘communication space’ is becoming increasingly vital.

However, a new philosophy of design cannot not be founded solely
on the acknowledgement of this communicative dimension as it has been
overused for commercial purposes, instead it should aim at the recognition
of the individual identities and self-realisation of users. This ‘New Deal’
practical philosophy of design should arise from the background of 137




global capital, technology and labor exchange. Aside from the promise of
material abundance, which will be increasingly harder to maintain, this new
philosophy may grant designers greater individual freedom.

New theory

Historically, the relations between art and industry have encouraged the
establishment of design theory, but to ensure the sustainability of an
industrial product in a contemporary context it is no longer sufficient to
merely recognise its cultural value. Quality and cultural capital are standard
today. As the very sustainability of civilisation is in question, new cultural,
economical and political paradigms are emerging. How will these impact
the relation between products and users and the aims of mass production?
Perhaps the answer to this question is another series of questions — what
can still be mass-produced in our society? Has the globalisation of capital,
technology and work yielded a sufficient framework for the progress of
civilisation? What might happen if all nations reach Western European
standards of living? Is it be possible to produce enough energy and recycle
enough waste to meet the needs of an increasing population? The concept
of mass production for an anonymous user is a key issue in the question

of sustainability.

New methodology

In order for an innovative and redefined practice to be implemented, a

new methodology with the aim of developing an objectively verifiable
system must be established. In the complex, interdisciplinary world of the
information revolution, it is insufficient to locate design solely in the sphere
of art. Historically, design methods drew on subjective imagination —
during the critical 1960s, this approach was supplemented with a
scientifically verifiable theory of design. How will our methodologies

evolve in light of widespread social and technological change?

Sustainable practice

We must redefine educational models and initiate didactic forms that
encourage people to think with individuality and that teach them to express
their thoughts publicly and clearly. The new design education should, rather
than being a rigid and isolated discipline, become a framework for research
based on problem-solving methods and interdisciplinary collaboration
(ideally between creative science and cognitive art). Tomas Maldonado

and theoreticians from the Ulm School of Design elucidated this in the late
1960s, but change was not as crucial then as it is today.

New education

If democracy promotes individual freedom, then why must individuals
compete to maintain high sales volumes and profits? At what level of
economic growth would it become possible for people to think freely? What
general humanistic ideas can be taught in design programmes? Design
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education must change — we must focus on defining a new intrinsic
reasoning. The cognitive potential of design research should be integrated
into curricula in elementary education and the creative potential of design
method should be redefined in higher education to emphasise its value.
These transformations are only possible if mass production remains
sustainable. If it does not, education will have to function in a world of
micro-economies. The micro-economy may become the very basis of the
self-realisation for individuals.

New curriculum

Returning to the root issue, that the education both on and in design
requires reassessment, the new curriculum should promote comprehension
and awareness of the global context that designers must work in. Education
must be agile and able to adapt to future changes. Self-reflexivity and the
notion that working on a problem implies working on oneself should be
fostered, erasing boundaries between the project and the student.

New curricula should be both formative and transformative, allowing
students to learn, adapt to and adopt change and, in turn, create change.
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l. Preparing students to meet today’s design challenges

Often when design graduates step out of the ivory tower and into the

real world, they experience a psychological fall, disappointment or
frustration. Almost every design major has ambitiously dreamed of
becoming a creative design master with a mission of making the world a
better and more colourful space. After a few years, their zest for the ideal
gradually subsides. Students and practitioners alike wrestle with

a series of questions that point up the challenges of contemporary design.
Why must there be a gap between the design ideal and its reality?

What kind of process is necessary to bring a fabulous idea to life? What
kind of relationship should designers maintain with their corporate clients?
For whom do we design, ourselves, our client and client’s customers or
society as a whole? What is the purpose of our design — is it for art’s sake,
for the designer’s creative desires or for the public? How do we prepare
students for the reality of the new design world, while maintaining their
individual creativity and social ideals? How can we prepare our students to
meet today’s challenges in global economy, ever changing technologies and
complex social and political conditions? These are the questions for design
education to consider.

The impact of new technology

In contrast to their predecessors, today’s design graduates face a complex,
fast changing profession. The technological revolution redefined, and
continues to alter, the definition of graphic design — we have quickly
adjusted and transformed ourselves to play the multi-faceted roles of
information architect, media communicator, visual artist and author.

As designers, we must catch up quickly to new technology that alters
methods of communication in our ever-changing world.

The inter-disciplinary approach

The inter-disciplinary and the multi-disciplinary nature of design in general,
and graphic design in particular, is another challenge that students face.
The interaction between graphic design, art and commerce demands that
graphic designers understand the aesthetics, psychology, communication,
and social and functional needs of a changing society, as well as the driving
forces behind these transformations.

Global visual communication beyond cultural and linguistic boundaries
In our multicultural world, designers must consider the conflicts and
amalgamations of different cultures and adopt a dialectical perspective.
On the one hand, diverse cultures appear to be competing and colliding
with each other, while on the other, the trend towards globalisation is
giving great impetus to the blending of diverse cultures. Instances of the
convergence of Eastern and Western culture are everywhere in visual
communication. This kind of cultural interaction poses challenges to,
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but also colours designers’ works. Designers are expected to be cultural
translators and, as a result, must develop broader cultural knowledge.

Il. When East meets West

Our world is becoming a smaller place and the gap between the East and
West is narrowing. Multinational companies have extended their capital
and technology across the world. Eating Sushi or practicing Kung fu is
becoming part of daily life in California, and Coca-Cola has a dominant
share in the Chinese soft drink market. However, the prevalence of
linguistic and cultural misunderstandings between Eastern and Western
societies, suggests that there is still much to be done before we achieve
mutual understanding.

Large companies promote globalisation in an attempt to spread their
monopoly over the global market. Our world though, is rife with diversity,
and many nations are striving to retain their own native cultures. Designers,
therefore, have an important role to play in balancing globalisation
and regional identity, unification and diversification. The potential for
understanding the interactions between native culture and the trend of
globalisation justifies the role of cultural communications. Before cultural
communications can be successful we must achieve mutual respect
between cultures — aggressively forcing a culture on people can only
put them off. We need a visual language to facilitate communication and
understanding among people with various backgrounds, and this visual
language can only be drawn from broad, in-depth cultural knowledge.

Globalisation embraces diverse societies around the world, and
marginal cultures find room to co-exist in this structure. The harmonious
co-existence of complementary, as well as contentious, cultures is the
foundation of a vital, thriving world. Globalisation should be interpreted
as mutual understanding, acceptance, co-existence, dialogue, willingness
to adjust and an effort to reach harmony. Without such a consensus,
globalisation could all too easily become the transmission of a single
culture. Designers must be able to interpret and communicate this
diversity. In contrast to painters who can select their own language of
expression, designers must use a language approved by the majority.
While the audience for a painting attunes itself to the painter’s world,
designers adjust their expression to appeal to targeted groups. Designers
cannot choose their audience, but must carefully select the language and
content to meet the audience’s needs. For instance, if your work targets
Europeans, you must choose a language they can easily understand.

In the past designers sought cross-regional visual symbols, in hopes
that they would break the barriers of country and culture and transmit
messages to audiences with diverse backgrounds. Their attempts gave
rise to a set of globally approved traffic signs and impressive posters
intelligible to almost everyone. However, visual communication in modern
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society is by no means as simple. It goes far beyond seeking a universal,
cross-cultural and cross-regional visual language. In order to transmit
complicated messages and to communicate efficiently, we must incorporate
geographically diverse visual elements and languages into our design.

The world is becoming a smaller, yet more complicated space. Cross-cultural
design requires a deep awareness of other cultures.
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Nelly Baz

Nelly Baz holds a Bachelor of Arts in Graphic Design from the American
University of Science and Technology (AUST). She has held jobs as an Account
Executive at Intermarkets, a Senior Communication Executive at Spirit
Advertising and as Communication Manager at White, Inc. Advertising before
becoming the Co-Founder and Communication Strategist at Commune, an
NGO that promotes creativity and innovation for aspirants in different creative
economies sectors. Nelly is a contributing writer and designer for Comma,
the monthly Pan Arab Design publication and was the 2011 recipient of The
Chairman's Achievement. She is planning to pursue a Masters Degree in
Strategic Design at Politecnico Di Milano, Italy.

Audrey G. Bennett

Audrey Grace Bennett is a tenured Associate Professor of Language,
Literature and Communication and a former College Art Association
Professional Development Fellow. Her monograph, ‘Engendering Interaction
with Images’ is forthcoming in 2011 by Intellect. She edited Design Studies:
Theory and Research in Graphic Design (The Princeton Architectural Press)
and is the founder of GLIDE. Her research interests are visual thinking and
analysis; intersensory interaction with images in art and communication;
arts and technology in STEM education, social robotics, and HIV/AIDS
awareness and prevention advocacy in Sub-Saharan Africa; cross-cultural
communication with images globally; computer-mediated collaborative
design; user-centered and participatory design.

Gui Bonsiepe

Gui Bonsiepe studied information design at the the ulm school for design

(hfg ulm). He taught and conducted research at the hfg ulm until 1968.

Since 1968 he has provided design and consultancy services for multilateral
and bilateral organisations for technical cooperation and for government
institutions in Chile, Argentina, Brazil. His specialisation is on design issues

in peripheral countries. From 1987 to 1989 he was an interface designer in a
software house in California. From 1993-2003 he was a professor for interface
design at the Kdln International School of Design. Since 2003 he has been
living and working in Argentina and Brazil.

Rodolfo Capeto

Rodolfo Capeto is a designer who graduated from ESDI (Escola Superior

de Desenho Industrial, Rio de Janeiro, Brazil. Since 1992 he has been teaching
at ESDI, and is currently the School’s director. His main areas of interest and
practice are typography, type design and information design. He is a Brazilian
pioneer in the use of digital processes in graphic design, who developed a
new proprietary vector font format. His major accomplishment is the design
of a new family of typefaces for the largest Portuguese language dictionary.
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Halim Chouiery

Design educator, practitioner and past Icograda Vice President, Halim
Choueiry is Chairperson of the Arts+Design Department at the American
University of Science and Technology in Beirut, Lebanon. He is undertaking
a PhD in Design at Brighton University, his research focussing on Cultural
Mapping and Cultural Navigation. Halim applies his research findings through
Cinnamon, his design studio specialising in identifying cultural patterns,
visual development of bilingual corporate identities, and the simultaneous
typographic representation of Latin-based languages and Arabic. Halim
has been awarded internationally and has extensive experience in judging
competitions and awards.

Katia Colucci

After teaching at L'Aquila State University and the Guglielmo Reiss Romoli
School, in 2001, Katia joined the Innovation Centre of the Telecom Italia Group.
Her research included Industrial Accounting systems, economic evaluations
of new technologies and the study and definition of new business models of
the ICT markets, focussing her efforts on the transport and education sectors.
Katia is leader of the Future of Learning project at the Future Centre, and
dedicates her time to the Education ecosystem and its evolution enabled by
the emerging technology trajectories.

Liz Danzico

Liz Danzico is chair and co-founder of the MFA in Interaction Design Program
at the School of Visual Arts. She is a columnist for Interactions Magazine, on
the boards of Rosenfeld Media and Design Ignites Change. She’s been user
experience director at Happy Cog editor-in-chief for Boxes and Arrows,
editor-in-chief for A Brief Message, and an advisory board member of

the Information Architecture Institute, adjunct faculty at the New School
University and the Fashion Institute of Technology. In the past, Liz directed
experience strategy for AIGA.

Meredith Davis

Meredith Davis held the position of Department Head in Graphic Design and
Director of the Interdisciplinary PhD in Design program and holds graduate
degrees from Cranbrook Academy of Art and Pennsylvania State University.
Meredith is 2005 national AIGA medalist, a former AIGA board member, and
former president of the American Center for Design and the Graphic Design
Education Association. Meredith is an author and lecturer and serves on the
editorial board for Design Issues and is currently authoring a college text book
series on design for Thames and Hudson, Ltd.
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Hugh Dubberly

Hugh Dubberly is a partner in Dubberly Design Office (DDO), a San Francisco—
based consultancy that makes hardware, software, and services easier to
use. At Apple Computer, Dubberly managed cross-functional design teams,
the company’s corporate identity. At Netscape, he became vice president of
design and managed the design, engineering, and production of Netscape’s
web portal. Dubberly was founding chair of the Computer Graphics
Department at Art Center College of Design in Pasadena. He has taught

at several universities and edits a column “On Modeling” for Association

of Computing Machinery’s journal, Interactions.

Steven Heller

Steven Heller is author and editor of over 130 books on graphic design,

satiric art and popular culture. He is the co-founder and co-chair of the MFA
Designer as Author program at the School of Visual Arts, New York and several
other MFA programs. For over 40 years he has been an art director for various
underground and mainstream periodicals including the New York Times.

He is editor of AIGA VOICE: Online Journal of Design and contributes regularly
to Design Observer and the DAILY HELLER blog for Print Magazine.

Jamer Hunt

Jamer Hunt is the Director of the experimental graduate program in
Transdisciplinary Design at Parsons the New School for Design. His practice,
Big + Tall Design, combines conceptual, collaborative, and communication
design, and he is co-founder of DesignPhiladelphia. With MoMA and SEED
Magazine he collaborated on and co-hosted MIND08: The Design and Elastic
Mind Symposium as well as the project Headspace: On Scent as Design

in 2010. He has served on several boards and has been published in various
books, journals, and magazines.
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Russell Kennedy

Russell Kennedy is an adjunct Research Fellow at Swinburne University

of Technology in Melbourne, Australia and Icograda President (2009-2011).
Prior to joining Swinburne, he was a senior lecturer at Monash University
and the principal of Russell Kennedy Design. He is a Fellow of the Royal
Society for the encouragement of Arts, Manufacture and Commerce and a
member of both AGDA and the DIA. He is a Regional Ambassador to INDEX:
'Design to Improve life' and an advisor to the City of Seoul for the Seoul Design
Olympiad. Since joining the Icograda Board in 2003, he has been active in the
development of the Icograda Education Network and the deployment and
promotion of worldwide educational exchange initiatives. Russell initiated
INDIGO, Icograda's international indigenous design network.
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Anna Kulachek

Anna Kulachek was born in Ukraine 2 February 1987. She studied at the
Art School of Donetsk From 2002 to 2006. After graduating, Anna worked
at AslanovDesign studio. In 2007 she moved to Moscow to continue her
studies at VASHGD while also working at Design Depot and KAK magazine.
Anna graduated in 2010 and is currently Design Director of DEPOT.

Jacques Lange

Jacques Lange is a past president (2007-2009) of Icograda, and former
co-chair of the International Design Alliance. He is group editor of the
DESIGN>MAGAZINE stable of publications, advisory committee member

of the academic journal, Image & Text, and part-time lecturer in Information
Design and Visual Communication at the University of Pretoria. He is advisor
to various governmental, education and non-governmental institutions and
has actively engaged in the fields of design practice, profession management,
education, design promotion and policy advocacy.

Julie Lay

Julie Reine Lay was born in Scharbeek, Belgium on February 1, 1985.

She graduated from ESA, “Ecole Supérieure des Arts” in Graphic Design

and from the renowned “St. Luc institute” in plastic arts. She also studied
industrial design at ECAL, “Ecole Cantonale d’Art de Lausanne” (Switzerland).
She works well in her graphic style, called “Playdesign".

Saki Mafundikwa

Saki Mafundikwa is the founder and director of the Zimbabwe Institute of
Vigital Arts in Harare. He received a BA in Telecommunications and Fine Arts
from Indiana University and an MFA in Graphic Design from Yale University.
He returned home in 1998 to found ZIVA. He published Afrikan Alphabets:
the Story of Writing in Africa in 2004 and released the award-winning film
Shungu: The Resilience of a People in 2009.He is current Chairperson of
GRAZI: The Graphics Association of Zimbabwe.
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Dave Malouf
David Malouf is currently a professor of Interaction Design in the Industrial
Design department of SCAD-Savannah. He co-chaired the Interaction Design

Association's (IxDA) first global conference, Interaction 08 on SCAD's campus.

David is one of the primary founders of IxDA and its first vice president.
Previously he was a senior interaction designer for Motorola Solutions where
he designed software, webware and hardware interactions and interfaces.
Malouf has expertise in interaction design, information architecture, user
interface design, project management and other client technologies.

Victor Margolin

Victor Margolin is Professor Emeritus of Design History at the University

of Illinois, Chicago. He is a founding editor and now co-editor of the academic
design journal Design Issues. Professor Margolin has published widely and
lectured at conferences, universities, and art schools internationally.

Books which he has written, edited, or co-edited include Propaganda:

The Art of Persuasion, WW II, The Struggle for Utopia: Rodchenko, Lissitzky,
Moholy-Nagy, 1917-1936, Design Discourse, Discovering Design and The

Idea of Design, among others.

JP Odoch Pido

Odoch Pido is a Senior Lecturer in the Department of Design, University

of Nairobi and has served on numerous boards and committees, setting
curricula and judging Kenyan art and design projects and competitions.

His professional credits include exhibition designs, graphic design and
product development. Odoch’s publications focus on the analysis of culture
in relation to design, health and development, concentrating on issues in
design education and alternative communication techniques for controlling
HIV-AIDS, especially for orphans and vulnerable children in rural Kenya.

Sharon Helmer Poggenpohl

Sharon Helmer Poggenpohl has taught at the Hong Kong Polytechnic
University, the Institute of Design at the Illinois Institute of Technology,

and the Rhode Island School of Design. The focus of her career has been
postgraduate design education and design research. She edits and publishes
the international scholarly journal Visible Language. She recently co-edited
with Keiichi Sato Design Integrations (Intellect Books, 2009). Currently, she

is working on a book tentatively titled Design Theory-to-go, while teaching
occasionally in Hong Kong in a new MDes in Design Education program.
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Santiago Pujol

After graduating in 1976 as Informational Designer from the Higher Institute
for Industrial Design in Havana, Santiago worked for a state-run design
agency and later at the National Office for Industrial Design, leading the
Design Promotion Department. After a practicum in Germany he started his
solo career. Besides winning some national design prizes, Santiago has
served as judge for design competitions and has lectured nationally and
abroad. His teaching record includes graphic design courses for industrial
design students, creativity workshops, and tutoring Diploma exercises to
Graphic Design students. At present his work is mainly aimed at scientific
enterprises, tourism agencies and music recording studios.

Andrew Rarig

Andrew Rarig is a designer located in Upstate New York's Capital Region.

He works as the principal graphic designer for Rensselaer Polytechnic
Institute's Curtis R. Priem Experimental Media and Performing Arts Center
(EMPAC). There, he creates dynamic identities and print collateral for the
center’s numerous events and performances. Andrew has his BS in Electronic
Media, Arts,and Communication as well as a certificate in Communication
Design from Rensselaer Polytechnic Institute.

Maria Rogal

Maria Rogal is an Associate Professor of Graphic Design at the University

of Florida, United States. Her work focusses on the relationship between
culture and design and how to leverage the potential of design, broadly
defined, to positively shape the human experience. She has worked in
Mexico on the Design for Development (D4D) initiative in which graphic
design students and faculty work with artisans, farmers, and organisers in
Maya communities to foster small business development and create cultural
programs. In 2008 she received the inaugural AIGA Design Research Grant.

Alexandra Sankova

Alexandra Sankova is a graphic designer and curator of various graphic
design competitions, projects and events. Alexandra established a non-profit
organisation called "New Graphics" which she represented at the Icograda
conference in Istanbul along with her report on "Modern Design Community
and Design Education in Russia". She released her book “23”: 23 interviews
with famous Russian designers in 2010. Alexandra is member of the Russian
Association of Poster Designers and a Peer Reviewer for 'Iridescent’, Icograda
Journal of Design Research. She works as Senior Advisor for cultural affairs at
the Embassy of the Kingdom of the Netherlands in Moscow and is completing
her postgraduate research.
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Guy Schockaert

Rigour and emotion are the two words that epitomise Guy Schockaert’s
philosophy. Guy is a corporate and book designer who likes typography

and music from all over the planet. A much demanded lecturer, a passionate
teacher (IHECS, La Cambre, Saint-Luc), a tireless organizer, Guy has been
involved in professional associations internationally, taking design to new
levels of understanding and application. He served as President of Icograda
from 1997 to 1999. He was one of the founding fathers of “Design for the
World”, an association aiming at proposing “design” solutions for humanitarian
problems. Since 2006, Guy Schockaert is a member of Belgian’s Free Academy
(Libre Académie de Belgique).

David Sless

Professor David Sless is Director of the Communication Research Institute,
Visiting Professor of Information design in the Design Institute at Coventry
University, Vice President of the International Institute for Information

Design, and an adjunct professor at the Australian National University, and

the University of Technology in Sydney. David is an advocate of user-centered
and evidence-based information design. His main research has been in
information design methods and his pioneering work on medicine information.
David frequently speaks at international conferences, and is the author of
over 200 publications.

Song Hao

In 2005, Song Hao was admitted into the China Central Academy of Fine

Arts, the School of Design, and into the Students' Union of the Design School
in the same year. By 2008, he worked at the JOYN:VISCOM Studio and later
graduated from CAFA in 2009. Following his graduation he decided to continue
his Masters degree with Professor Wang Min at No.11 studio in the School of
Design. He has been active with Icograda as an assistant at the management
office during Xin, Icograda World Design Congress 2009, having won the title
of excellent volunteer.

Lita Talarico

Lita Talarico is co-founder and co-chair of the School of Visual Arts MFA
Design Program in New York. She is a producer, editor, writer and educator in
architecture and graphic design. She co-founded the SVA Masters Workshop
in Venice and Rome. She coordinated several architect selection competitions
and conferences and was a Professional Advisor for the GSA's U.S. Port of
Entry at Massena, NY Design Charrette. Talarico is the co-author of The Design
Entrepreneur:Turning Graphic Design into Goods that Sell; Design School
Confidential,among others.
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Teal Triggs

Teal Triggs is Professor of Graphic Design, co-Director of Information
Environments (IE) and Course Director for MA Design Writing Criticism, London
College of Communication, University of the Arts London. She is also Adjunct
Professor in the School of Media and Communication at RMIT, Australia.

As a graphic design historian, critic and educator she has authored and edited
a number of books in the field. Her research has focussed primarily on design
pedagogy, self-publishing, and feminism with recent work extending into a
number of community-based learning projects.

Kirti Trivedi

As founder of India’s first Master’s Degree Programme in Visual
Communication, Kirti Trivedi is Professor at the Industrial Design Centre, IIT,
Bombay, and Visiting Professor at the School of Art, Design & Media at NTU
in Singapore. He consults actively on product design, graphic design, book
design, exhibition and museum design, environmental graphics and signage
design;and has been published and awarded nationally and internationally.
His current research is in Universal, Language-independent Learning;
Creativity and Innovation in Early Childhood Learning; and Methodologies
and Philosophies of Asian Design.

Elizabeth (Dori) Tunstall

Dr. Dori Tunstall is an Associate Professor of Design Anthropology and
Associate Dean of Learning and Teaching at Swinburne University in
Melbourne, Australia. She leads Swinburne’s Masters of Design Program
in Design Anthropology. She is also co-lead, with Dr. Norm Sheehan, of the
research group on Indigenous Knowledge and Design Anthropology.

She is passionate about civically-engaged design that creates politically
informed and enfranchised people. She served as a director of AIGA's
Design for Democracy and is currently organiser of the U.S. National
Design Policy Summit and Initiative.

Daylin Valladolid Pérez

Daylin graduated as Informational Designer with Gold Diploma from the
Higher Institute of Design. As a student, she carried out interesting projects
including a visual identity for the 490th Anniversary of the foundation of
Havana. Her work, a project of Visual Identity and Sign System for the National
Police Department, received an Honorable Mention at the National Design
Office 2010 Design Award. She has been working professionally with a team

to develop the animations for the didactic game “The Game of the Millennium”.
At present she carries out projects of Ambient Graphics for interiors and in the
design of printed matter for a Cuban transportation company.
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Omar Vulpinari

Omar Vulpinari is Vice President Icograda where he is Editorial Director of
Iridescent - Icograda Journal of Design Research and Co-chair of the Icograda
Design Education Manifesto 2011. Omar is also Director of Expanded Media
and Head of Visual Communication at Fabrica, the Benetton Group research
centre founded by Luciano Benetton and Oliviero Toscani, where his focus is
primarily on practice research in expanded media for social impact. Vulpinari
is also responsible for the centre’s transdisciplinary workshop programme
Environmental, Social, Relational. He has directed projects for UNICEF,
UNESCO, UNWHO and many other international organistions. He teaches
Communication Design for social advancement at the IUAV University of
Venice in San Marino.

Fedja Vukié

Dr.Fedja Vuki¢ is a lecturer of design theory and history at the Graduate
School of Design, Faculty of Architecture, University of Zagreb, Croatia and

a communication consultant. He has published reviews, articles and scientific
papers on visual communications and design in Croatian and international
magazines and edited several books, including Modern Zagreb 1992, among
others. He is fellow of The Wolfsonian Fundation Research Centre, Miami
Beach 1995, has lectured widely in Europe and U.S.A. and participated in

a number of international symposiums on visual communications.

Wang Min

Professor Wang Min is the Dean of School of Design at China Central Academy
of Fine Arts (CAFA). Min has been appointed by Ministry of Education as Chang
Jiang (Cheung Kong) Scholars Chair Professor in 2007 and is a member of AGI,
(Alliance Graphique Internationale). Min was the Design Director for Beijing
2008 Olympic Games Committee from 2006 to 2008, and has been also the
Director of Art Research Center for Olympic Games (ARCOG) since 2004.

Min served as Vice President of Icograda (2007-2009).
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Icograda Design Education Manifesto Seoul 2000

Graphic designer

The term ‘graphic design’ has been technologically undermined. A better
term is visual communication design. Visual communication design

has become more and more a profession that integrates idioms and
approaches of several disciplines in a multi-layered and in-depth visual
competence. Boundaries between disciplines are becoming more fluid.
Nevertheless designers need to recognize professional limitations.

Many changes have occurred

Developments in media technology and the information economy have
profoundly affected visual communication design practice and education.
New challenges confront the designer. The variety and complexity of
design issues has expanded. The resulting challenge is the need for a
more advanced ecological balance between human beings and their
socio-cultural and natural environment.

Designer
Avisual communication designer is a professional:
» who contributes to shaping the visual landscape of culture
« who focuses on the generation of meaning for a community of users,
not only interpreting their interest but offering conservative and
innovative solutions as appropriate
» who collaboratively solves problems and explores possibilities through
the systematic practice of criticism
» who is an expert that conceptualizes and articulates ideas into
tangible experiences
» whose approach is grounded in a symbiotic conduct that respects the
diversity of environmental and cultural contexts not by overemphasizing
differences, but by recognizing common ground
» who carries an individual responsibility for ethics to avoid harm and
takes into account the consequences of design action to humanity,
nature, technology, and cultural facts.
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Future of design education

The new design program includes the following dimensions: image, text,
movement, time, sound, and interactivity. Design education should focus on
a critical mentality combined with tools to communicate. It should nurture
a self-reflective attitude and ability. The new program should foster
strategies and methods for communication and collaboration.

Theory and design history should be an integral part of design
education. Design research should increase the production of design
knowledge in order to enhance design performance through understanding
cognition & emotion, physical, and social & cultural human factors.

158

More than ever, design education must prepare students for change.
To this end, it must move from being teaching-centered to a learning-centered
environment which enables students to experiment and to develop their own
potential in and beyond academic programs.
Thus the role of a design educator shifts from that of only knowledge
provider to that of a person who inspires and facilitates orientation for
a more substantial practice.

The power to think the future, “near or far,” should be an integral part
of visual communication design. A new concept in design promises to tune
nature, humanity, and technology, and to harmonize east and west, north
and south, as well as past, present, and future in a dynamic equilibrium.
This is the essence of Oullim, the great harmony.
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