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PROJECTING DESIGN - CUMULUS 2012

Projecting Design 2012 is an international summit of Design and Communications. For
the first time in Latin America and under the support of Cumulus International Network
representatives from these two areas gathered in Chile to review and discuss about the
new challenges and opportunities for the coming future.

The event was held in November 2012 and it was a unique opportunity to build a strong
relationship between northern and southern hemisphere countries. The exchange of ex-
periences and visions from the present and the future enabled us to trace a map showing
the key professional qualifications of the new generations.

Building a “Global Design Bridge” to look into Design and society for new scenes,
chances and challenges what is happening in the global design community and arena
through four windows or gates to facilitate the face-to-face interaction among stakehol-
ders of education, promotion, profession and corporate. This exchange experience was
an opportunity for Design in Chile, to learn about the differences and similarities amongst
emerging economies and developed countries.

The purpose of Projecting Design is to look for new challenges that allow us viewing De-
sign from different perspectives and scenarios. Review what is happening in the global
design community through four main windows or doors that allow face-to-face interaction
between the education stakeholders, promotion and corporate businesses. This interna-
tional experience was a great opportunity for different stakeholders linked to the area of
Design to understand, share and learn about the differences and similarities amongst the
emerging economies of developed countries.

Globalization, understood as the dynamic capacity to transfer experiences, knowledge
and skills from a variety of latitudes, is a fact that comes from the mists of time. Certainly
today, transmission channels and response time have undergone significant changes in
this dynamic.

Furthermore, the variables that shape this exchange are not only focused on economic,
cultural or commercial issues, but also on the role played nowadays by society and in the
construction of a reality centered in handling social, environmental and economic balan-
ces.

The current scenario presents advantages and challenges for the Design and Commu-
nication industries. “Projecting Design 2012” was intended to search for opportunities in
order to address the above through four different and complementary perspectives and/
or pillars:

Sustainability

KNS Ezio Manzini

Sustainability is defined today as the ability to create sustainable development in time
and resources. Relying on Design and Communications as active agents of change, it is
defined both in the economy and society, as well as on the environment.

Professor Ezio Manzini, International Coordinator of DESIS Network, opened a space for
discussion regarding the role of Design in building a clear position around sustainable
development and on our ability to take on specific actions in order to innovate in what is
important. This does not from own intentions, but with the participation of a collaborative
partnership, resilient to changes in the environment and based on a new framework of
rules of quality, such as: social confidence, human scale, orientation towards a job well
done, but above all, in a participative society.



Education

KNS Kalevi Ekman

The dynamics of higher education in emerging economies entails significant challenges
to balance the quality criteria, the equity in access and accreditation, among others.
The possibility to articulate such experiences between countries from the Northern and
Southern hemisphere will be a major challenge for Latin America.

Prof. Kalevi Ekman, Director of Aalto Design Factory in Finland, introduced one of the
greatest innovations within the Finnish model of education: interdisciplinary education
platforms, especially designed to deal with the dynamic of change in the learning en-
vironment. These platforms highlights the role of soft skills in professional training and
are particular critical in designers training. Aalto Design Factory is an experimental co-
creation platform for education, research and application of product design, present in
Finland, China, Australia and Chile.

Innovation

KNS Luigi Ferrara

Innovation positions itself as an idea of strength in every process of creation of significant
value and as a mechanism to promote change and evolution in the way society and mar-
kets adapt themselves to a changing environment. Design and communications are key
players in the process of articulating innovative responses to the needs of the developing
world.

It's was directed by Luigi Ferrara, Director of George Brown College Design School and
Institute Without Boundaries, who presented and analysis of an innovation model cen-
tered on criteria of social development and sustainability. On particular, by the review of
the theory of change and innovation ecology, it is possible to recognize concrete formats
where design can promote a significant change on constructing a better world.

Professional practice and market

KNS Peter Zec

The evolution of professional markets, globalization of services and offshoring techno-
logies amongst many other variables, determine the performance of the professional
practice. Laying the foundations of how our professionals perform at the labor market is
within the responsibilities of an educational network like Cumulus.

New designers professional performance comes together with the value creation process
for markets and companies. Today, more than ever, companies are sensitive to the role

of design in creating forms and messages that captivate the market, increasing the value
and making it a good business. Prof. Zec shows that companies that invest in design are
much more profitable than others, through the Red Dot Design Index which compares
standard indexes with the performance of companies that have won the famous Red Dot
design award.

Along with master presentations of keynote speakers, presentation of local experiences

and academic papers, Projecting Design sought to build a message, oriented to educa-
tors of new generations of designers, based on the management of variables that deter-
mine the competitive dynamics and sustainable development that the new era demands
of us.

We hope that the work done by the academic committee, chaired by Prof. Carlos Hin-
richsen, and especially the contribution of each of the researchers who submitted their
papers, are a significant contribution to the discussion on Design and the challenges of
teaching.

Andrés Villela
Director School of Design Duoc UC
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Niels Peter Skou | nps@dskd.dk )
Research Consultant, Kolding School of Design, Agade
10, DK-6000 Kolding.

Abstract

Denmark has the ambition that in 2020 half of the country’s
electricity production should be derived from sustainable
energy sources, mainly wind energy. This creates a new
set of challenges since you cannot control when the wind
blows the same way you decide when to burn fossil fuels.
Instead the user has to become involved in managing
the system by adjusting consumption to production. This
situation creates the need for a new understanding of
electricity as well as a new set of habits concerning the
way we use it.

This paper investigates the potential role of design in
changing the conception and use of electricity. It takes

its starting point in two design projects made on Kolding
School of Design as part of the national Danish Smart-
Grid Project iPower1, a video called ‘Passing Through’
and the ‘e-watch’ a tool for visualizing the relationship
between time and energy and planning energy consuming
activities. These projects investigate in different ways the
relationship between science, aesthetic communication
and social systems. They are used as examples in order
to draw a general outline of the role of design in the sustai-
nable transition of energy systems.

The problems addressed are rooted in the Danish case
but the overall problems concern every energy system
that aims at incorporating fluctuating energy sources and
may serve as inspiration for including these aspects in the
global development of sustainable energy systems.

Keywords: Sustainable energy systems, visualization of
electricity, Smart Grid, science and aesthetics, communica-
tion design.

1 The iPower project is supported by the Danish govern-
ment via the DSR-SPIR program 10-
095378

Introduction: Fluctuating power sources and new ways
of communication

All over the world the climate crisis are prompting coun-
tries to exchange fossil fuels with different forms of sustai-
nable energy sources. Denmark is approaching a double
strategy for reaching a fossil free energy system in 2050.
Firstly the energy used for sectors like heating and trans-
port should be exchanged from oil based power sources
to electrical power (through heat pumps and EV’s) Secon-

dly the electrical power generation should be based on re-
newable sources, mainly wind energy. Renewable energy
sources like wind and sun power share however a com-
mon problem — they fluctuate in ways that are beyond hu-
man control. Since storing energy in large portions is both
difficult and expensive this creates a need for balancing
the consumption to the production instead of vice versa
as it is today. This can be obtained by different measu-
res; some of them automatized some of them demanding
active participation from the users. All of them will however
affect the users’ everyday life in different ways. We cannot
take electricity for granted anymore; we must learn to see
it as something that varies throughout the day.

The paradox related to electricity systems in highly deve-
loped societies like the Danish is that from a user perspec-
tive it works almost flawlessly. Whenever we want to use
power it is automatically delivered and shortage or burn-
outs are almost never experienced. From an environmental
point of view it does not work however since the environ-
mental impact of the system is affecting the climate and
our common wellbeing. We are starting to experience the
consequences of climate change but we do not directly
experience the connection between energy consumption
and climate changes. Danish philosophers Peter Kemp
and Lisbeth Witthgft Nielsen defines in a report made for
the Danish Climate Ministry about ‘Barriers of Climate
Consciousness’ invisibility, complexity and intangibility as
the three major physical barriers for connecting knowled-
ge and action about climate change. (Kemp & Witthgft
Nielsen 2009 p. 13-14) The challenge will be to integrate
an understanding of energy and its interplay with nature
in our daily consciousness and actions in order to make
us accept changes in our everyday routines that can be
conceived as challenging our sense of convenience.

From a design point of view the physical barriers des-
cribed are interesting in the sense that they do not have
to do not with what is there but with what is not. It is the
abstractness and lack of physical presence that makes it
difficult to relate to the connection between energy con-
sumption and climate problems. The same thing goes
more specifically for the concept of electricity as well.
Electricity is conceived as an intangible and self-evident
prerequisite for the function of other things and activities.
This establishes the problem as a design problem, since
design is occupied with shaping physical presence and
representations. Design has the ability to create visibility,
tangibility and ‘simplexity’, which is exactly the approach
we have chosen in our work with electricity at Kolding
School of Design.

The challenges are not only technical then, but also con-
nected to the way we as users think and interact with the
system. We need to rediscover and understand electricity
as a physical phenomenon; we need to understand the
connections between electricity use and the environment
and we need to be able to integrate this knowledge into
our actions and everyday habits. In order to do so it might
be relevant to look at a different set of barriers, namely the



ones connected to the way electricity is being concep-
tualized, communicated and used today. If we look at the
system today it is mainly conceived as an expert system
both by its users and its managers. As users we are used
to someone else managing the system for us in ways we
do not even notice, and the electrical engineers are used
to manage the system without communicating to the users
—in many cases not conceptualizing them as users at all,
but as ‘load’.

In Denmark the need for flexible consumption combined
with an ongoing liberalization of the energy market has
created a need for communication and a reshaping of the
relationship between energy companies and their custo-
mers. The two processes of liberalization and sustainable
transition may be coinciding but are not in any way logica-
lly connected meaning that they may interact in different
ways and that the situation might be different in different
countries. This interaction lies outside the scope of this pa-
per, but it should be noted that at least in the Danish case
liberalization is at least as strong a driver for the current
changes than sustainability.

The scope of the paper is to investigate the role that
design could play in making electricity visible in the public
consciousness and reshaping the relationship between
the system and the user. It takes its starting point in two
design projects made on Kolding School of Design as
part of the Danish Smart Grid-project iPower. The aim is
however to reflect the role of design on a general level.
The leading thought is that design on the one hand has

a special role to play through its ability to combine visua-
lization and use — aesthetic representations, concepts
and user interfaces. But on the other that it has to tap into
existing social systems and knowledge in order to make
new functions intelligible.

‘Passing Through’

The problem of making electricity tangible as well as the
division between scientific and aesthetic language form
the background of a video created by interaction desig-
ners Olafur Haraldsson and Kristian Ulrich Larsen called
‘Passing Through’. The pictures in the video consist mainly
of landscapes shot on Iceland. Through timelapse tech-
nology and digital manipulation the viewer follows how
different forms of energy travel through the landscape and
enter the manmade grid. The full video can be watched at
https://vimeo.com/44193401

Figure 1: Still from ‘Passing Through’

The text used for the narration of “Passing Through” is part
of a speech “On Light and other High Frequency Pheno-
mena” Serbian scientist and inventor Nicola Tesla delive-
red in 1893 at the Franklin Institute in Philadelphia.

The text reads as follows:
Nature may reach the same result in many ways. Like
a wave in the physical world, in the infinite ocean of the
medium which pervades all, so in the world of orga-
nisms, in life, an impulse started proceeds onward, at
times, may be, with the speed of light, at times, again,
so slowly that for ages and ages it seems to stay, pas-
sing through processes of a complexity inconceivable to
men, but in all its forms, in all its stages, its energy ever
and ever integrally present.

A single ray of light from a distant star falling upon the
eye of a tyrant in bygone times may have altered the
course of his life, may have changed the destiny of
nations, may have transformed the surface of the globe,
so intricate, so inconceivably complex are the proces-
ses in Nature. In no way can we get such an overwhel-
ming idea of the grandeur of Nature than when we
consider, that in accordance with the law of the conser-
vation of energy, throughout the Infinite, the forces are
in a perfect balance, and hence the energy of a single
thought may determine the motion of a universe. (Tesla
2006 [1893]p. 5)

It adds a certain historical significance to the quote that it
is delivered by the father of among many other things the
European electrical system based on alternating currents
and the principles of wireless radio communication.
Besides its high level of abstraction the quote may seem
somewhat enveloped for the reason that it refers to a set
of contemporary scientific and philosophical ideas not
commonly known today. The ‘medium that pervades

all’ refers to the ‘ether’ which at the time was believed to
be an omnipresent undetectable substance in the physical
world. Furthermore Tesla was at the time deeply influen-
ced by the Austrian physicist and philosopher Ernst Mach,
believing that the world should be conceived as a whole
where everything is interconnected influencing each other.
(Seifer 1996) And that energy is a force that runs through
everything be it inorganic matter, organisms or human
consciousness. According to this line of thought every sin-
gle action has universal consequences. This thought is not
completely foreign to us though since it has strong simi-
larities to what the father of modern chaos theory Edward
Lorenz in the 1960’s termed ‘the butterfly effect’.

While Tesla viewed electric energy as an integrated part
of the universe, he also realized that the present sources
of electricity were finite. In the same lecture he rhetorica-
lly asked: “What will man do when the forests disappear,
when the coal deposits are exhausted?” (Seifer 1996, p.
105) There is a historical irony in the fact that one of the
chief inventors of the present electricity system foresaw its
limitations more than a hundred years ago. Tesla himself
believed in water- and wave power having great plans for



exploiting the energy of the Niagara Falls. This way there
is a link between Tesla’s philosophical views on energy
and the present concerns about sustainable energy pro-
duction.

One of the interesting things about the quote is the fact
that even though it is delivered as part of a scientific lectu-
re it reads more like poetry to the reader today. One of the
inspirational sources for conceptualizing the video ‘Pas-
sing Through’ was an exhibition of pictures by the Danish
painter Harald Moltke depicting auroras. Though exhibi-
ted as art these pictures were actually commissioned as
scientific documentation of auroras made on two expedi-
tions in Iceland and Finland in the period 1899 - 1901.

Figure 2 and 3: Harald Moltke, :“Aurora, October 4th 1899,
21.30 hours. Towards West” and “Aurora, December 29th
1900, 00.17 hours”. Reproduced with permission of the
Danish Metereological Institute.

Moltke himself writes about the aurora as phenomenon:
Auroras are not like anything else on our planet. They
are mysterious. They go beyond the human imagination
fo the degree that you instinctively resort to expressions
like ‘supernatural’, ‘divine’, ‘miraculous’. (Harald Moltke:
Livsrejsen, p. 70, quoted from Stauning 2011, p. 78)

Here we once again find a close connection between
scientific observation and aesthetic experience. There is
an aesthetic ‘surplus’ that seems to challenge the bounda-
ries of scientific language — at least by our ‘post-positivist’
standard. And this is linked to a certain wonder about

the ‘grandeur of nature’ as Tesla put it. Moltke describes
directly in the quote how everyday language and imagi-
nation is insufficient and that he is left with only religious
concepts.

It seems to be a common historical pattern that the
aesthetic experience of natural phenomena is somewhat
‘forgotten’ when they become commonplace and self-evi-
dent in a certain culture. This means that working with an
aesthetic approach could be a way to re-discover things
that have fallen out of our common consciousness. In the
fall of 2011 Kolding School of Design held an internatio-
nal DesignCamp exploring the task of making electricity
tangible named ‘From intangible to tangible. From tangible

to wonderful.’2 This theme might be seen as a reaction to
what German sociologist Max Weber has famously termed
the ‘disenchantment of the world.” The two examples by
Tesla and Moltke shows however that even though the
modern scientific world view plays a part in the disen-
chantment process, scientific investigation may also lead
to a ‘re-enchantment’ or a renewed sense of wonder and
that there may be a direct connection between scientific
thought and documentation and aesthetic experience — in
this case in the form of poetry and painting. By connecting
the historical reference to Tesla with modern digital visual
technologies the video tries to make such a connection
where the visual sense of wonder is linked to a deeper
understanding and respect for nature.

The video has been circulated on the internet via Vimeo
and similar platforms. During the first month it had more
than 1.2 million loads and reached more than 100 coun-
tries. The video has furthermore been linked to a Face-
book-page on Sustainable Energy. This way an integrated
part of the project has been to investigate how it is possi-
ble to create a global community around sustainable ener-
gy through artistic means and social media — a community
that goes beyond the purely technologically interested.

The ‘e-watch’:

In the ‘Passing Through'’ video aesthetic and artistic
means were at the same time the vehicle and the very
point of the project. In the ‘e-watch’ project aesthetics is
made to serve a functional purpose. This project is at the
same time more closely related to the ‘Smart Grid’- issue
of fluctuating energy sources. The aim of the project has
been to develop a tool for the energy user to navigate the
system using the renewable energy when it is there. If

we picture a future Danish energy system with 50% wind
energy and the demand pattern is not changed there will
be long periods with overproduction of renewable energy.
In order to use this excess energy the task is to move con-
sumption from periods with low wind production to periods
with high production or low demand.

The solution developed by designers Anne-Mette Clau-
sen and Ole Prinds in collaboration with the author of this
article is a clock depicting through red and green phases
when to use electricity. It is based on a prognosis of the
coz-intensity of the Danish energy production for the next
12 hours.

Figure 4 & 5: The ‘e-watch’



The clock is made as a display that can be placed as
part of the electricity plug or placed directly on e.g. the
washing machine or the dish washer. While a lot of the
everyday energy consumption cannot be postponed, acti-
vities like washing and tumble-drying clothes, running the
dish-washer or charging electrical appliances like compu-
ters and mobile phones can be planned to periods where
there is high production of renewable energy or low total
demand on the system.

The e-watch works as a display that through graphic
visualization ‘translates’ abstract data derived from ener-
ginet.dk, which is the public manager of the main electri-
cal ‘highways’ in Denmark, into a practical guideline for
action. Red and green works as signals signifying

‘stop’ and ‘go’ and in the practical situation we do not
need to know the exact reason why (even though it of
course should be accessible). An equal important part

of the concept is that the e-watch is placed in a way so

it presents the information when and where we need it.
The e-watch is not a webpage or an app (even though it
is today accessible as a web-app on ewatch.etrans.dk)
because the information it provides should not have to be
sought out actively. It should present itself to the user. It

is very likely that the e-watch in the future might be built

in as a display in ‘intelligent’ washing machines or dish
washers that processes the information themselves and
automatically sets a time, which may then be overruled by
the user. But one of the reasons for making the e-watch as
an ‘add-on’ or ‘parasite’ is that we do not have the time to
wait for all our appliances to be exchanges with intelligent
ones before we can start gaining the full benefit of fluctua-
ting renewable energy sources. This might be a problem
in Denmark but even more so in less technologically
developed countries. (The e-watch will require some form
of wireless communication though, in order to be able to
update the information regularly.)

One of the challenges we met in developing the visual de-
sign was how to communicate that it had to do with elec-
tricity. We tried different options among others exchanging
the arrow with a lightening symbol. We experienced howe-
ver in our user tests that the conventional symbolism of
electricity had an alienating effect on the users. The lighte-
ning symbolized high voltage, danger and technicality.
The solution was not to explain the use through symbolism
but through the context. By placing the e-watch display in-
side the frame commonly used for electrical switches it is
understood as part of the interface between the electricity
system and the user. The second feature was to place the
logo of the electricity company in the space normally used
for the manufacturer of the watch. (In the present version
we are using the logo of the iPower project) this way also
visualizing the choice of Electricity Company.

The e-watch functions as a clock depicting the actual
time, but mainly the clock is chosen as a visual metaphor.
In one sense the clock is an omnipresent visualization of
the abstract concept of time. In another sense it might
even be misleading to call it a visualization of time, since

the clock quantifies and structures time creating a com-
mon network for social interaction. As shown by Norwe-
gian intellectual historian Trond Berg Eriksen in his ‘History
of Time’ (Tidens historie) it has taken a huge amount of
social learning and disciplining to establish the modern
concept of time as an underlying structure in the modern
societies. (Eriksen 2004). Today representations of time
are everywhere, in computers, mobile phones, television
screens etc. leaving the clock as an aesthetic design
object, which primarily functions as a piece of jewelry or a
sculpture. This means that the clock is at the same time a
socially structuring communicative object, a well-known an
instinctively readable display and a design object.

In Denmark we have since the 1970’s been taught the
importance of saving energy. The new issue that is intro-
duced along with the renewable energy sources is the
importance of when you use energy. We are used to think
of energy as a steady flow which is always available; the
challenge is to picture it as fluctuating. The strategy has
been to tap into already existing knowledge and socio-
technical systems. Since the task is to communicate a
new relationship between time and power consumption,
we have tapped into the clock and the switch as the visual
touchpoints of the two interlinked social systems.

Campaigns and navigation design

It can be fruitful to distinguish between two different kinds
of communication design. One is the kind of communica-
tion you find in commercials, public campaigns, posters
etc. This has to draw attention and have a massive impact
for a short period. The other one is what can be termed
navigation design. This is the type of communication that
enables you to navigate abstract social systems. A lot of
modern design icons like the London Tube Map have this
character. This type of design is genuinely modern in the
sense that it depicts a shift in mapmaking. What you need
to map is no longer the sea, nature or even the city but
instead the cultural infrastructure that makes the city work.
You need a graphic overview and a time schedule in order
to plan your train travel.

The reason why the energy system up until now has not
needed this kind of communication has been its ability to
provide a train whenever somebody needs it, so to speak.
When this kind of service no longer can be sustained,
there will be a classic design task in providing tools for
navigating the system. The interesting thing if we continue
along the lines of the train analogy is that systems like me-
tro trains often has a high visual public presence through
the design of stations, signs, maps etc. This means that
even though you do not use the system you are still aware
of its existence and importance. In contrary the electricity
system has up until now been an invisible system, which
is expected to provide the preconditions for a lot of other
systems and actions that occupies our conscience.

The e-watch concept is at its present state designed for
private households as a tool for the private consumer to
be able to play an active role in the introduction of re-



newable energy sources into the system and as a tool for
the energy companies to guide their customers towards
an effective use of renewable energy. If we look at time as
a social system it is present however not only in the private
sphere as watches or kitchen clocks but also in schools,
train stations, churches etc. The clock is almost everywhe-
re in the public sphere creating a coherence between indi-
vidual and collective actions. In the same way the e-watch
should be made part of public communication signifying
sustainable energy both as a common good and a com-
mon responsibility.

2 For more information about the DesignCamp see Boel
2011 or visit http.//www.designskolenkolding. dk/design-
camp2011/.

The role of aesthetics and communication in a sustai-
nable energy system.

The aim of this paper has been to point out how the chan-
ges in energy systems in order to base them on renewable
sources also generate changes in the relationship and
communication between the system and its users. And
that these changes open a new set of design problems
that might not be less important than the technical ques-
tions.

These design tasks manifest themselves in three areas:
1) We need a new language of electricity. Electricity
is normally conceptualized and visualized via a set of
representations rooted in a techno-scientific epistemo-
logy. The common notion of the electrical system as an
expert system is closely related to the way electricity
is communicated. The task is not however to create
this language anew. Historians of culture and design
like David Nye and Adrian Forty have shown how the
aesthetic side of electricity — the massive cultural and
symbolic impact of the electrical light and the connec-
tion of electricity with modernist design — has achieved
a symbolic meaning as symbol of modernity (Nye 1990,
Forty 1986). This history contains however a close con-
nection between electricity and progress, which needs
to be critically reflected and nuanced. Even though the
aesthetic presence of electricity in the highly develo-
ped societies goes largely unnoticed, it does not mean
that it has lost its symbolic value at a subconscious
level. There is a task in re-using and re-shaping the
aesthetics of electricity in order to support a sustainable
transition of the energy system.

2) We need a graphic mapping of the system that
enables the user to navigate it. The system needs a
visual identity that it does not have today. This does not
coincide with the branding efforts of the individual ener-
gy companies even though this probably will help raise
awareness too. On the contrary the energy companies
find it hard to get their customers attention exactly
because they do not understand what electricity is on

a more fundamental level. The visual identity of the
system needs to work across the division of the society
into public and private spheres.

3) We need a way to integrate knowledge and aware-
ness of electricity into our daily routines concerning
electricity consumption. Working with the conceptual
side of electricity is not enough if the actual use of elec-
tricity happens through unconscious routines or is part
of overreaching social practices. One of the strengths of
design is that it can work both with communication and
interaction thereby creating coherence between what
we think and what we do. A design object or a user
interface has both a use function and a sign function
which both have to be considered in the design pro-
cess.

The two projects made during the iPower-project in-
vestigate this field in different ways. The video ‘Passing
through’ directly confront the invisibility of electricity fusing
historical references and new visualization techniques in
the process. It is a conceptual piece of art/design inten-
ded for aesthetic contemplation and through its dissemi-
nation through social media it is used for creating interest
and communities around the subject of sustainable ener-
gy. The e-watch on the other hand is a practical project
aimed at creating a user interface for an energy system
based on fluctuating energy sources that makes it possi-
ble to integrate the awareness of the energy system into
ones daily routines combining two interfaces that

are already routinely used — the clock and the switch.

This way the two projects supplement each other in the
sense that they cover the tasks described and work both
with conceptualization and interaction. As such they con-
cretize and exemplify the approach outlined in this paper,
but they of course in no way exhaust it.
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Abstract

This paper looks at the sustainable challenges and oppor-
tunities in Environmental Graphic Design (EGD) projects.
EGD helps to create direct communication between users
and the built environment through information transmit.
Suitable information to users lead to a better behavior, not
just to let them act in the right way, but also to influence
their behavior choices, helps to create more sustainable
lifestyles in different situations.

This paper is to analyze the information connected with
EGD and the users, thinking about potential possibility to
suggest the best of the behaviors. Discuss from the infor-
mation available in the wayfinding system to the signage
design, the goal will be showing in which way should
designers act for the more sustainable EGD, not just to
create the best design, but also the best use and result of
it.

Through design and research in sign programs, wayfin-
ding consulting, this paper discussed sustainable cha-
llenges and opportunities in two EGD projects in Shanghai
each focus on indoor and outdoor spaces.

The conclusion is that the properly and purposed research
and design of EGD can lead to a more sustainable beha-
vior and deliver significant environmental and economic
benefits.

KEYWORDS: Way-finding research, Signage Design, Be-
havior, Sustainability, Urban space.

Introduction

There are two EGD projects discussed in this paper to
reveal the sustainable challenges and opportunities. The
first project - redesign the wayfinding and signage system
for the Shanghai South Railway station - looks at how pas-
sengers find their way in the complicated transportation
building, and considers how people can be encouraged
to take public transport through clear and conscious sig-
nage guiding. Through the research and design process,
a new signage system combined with the existing system
in Shanghai south railway station was put into use in 2010.
The result appears positive that the redesign improved the
flow circulation status and made a beneficial impact on
the transportation system.

The second project - Tourism signage design of Shanghai
Xujiahui scenes — is focus on how to encourage the option
of better behaviors through the improved information
design and signage system design. The project finished
implementation in the beginning of 2012. And the result
proved that good EGD provides sustainable benefits
including: lead to a better behavior, greater use of public
transport, healthier lifestyles and even promoting the his-
tory and culture spread.

Case Study 1 - Redesign the wayfinding and signage
system for Shanghai south railway station

Background

Shanghai South Railway Station occupied sixty hectares
of land and serves most trains to the Southern provinces
of China. After extensive renovation finished in 2006, the
station features a modern circular design, the first of its
kind in the world. The ground area of the station is 58,145
square meters, 122,916 square meters underground. The
station area is a huge transport hub integrated with railway
station, coach station (40,000 square meters), 3 subway li-
nes (one line still in plan), 14 bus starting stations, taxi and
private car. Above that, a shopping center of 60,000 squa-
re meters underground make this site a commercial center
of the surrounding area. (YU Wei, GU Ying-qi, 2010)

After the station put into use in 2007, daily average
passenger flow reached around 300,000 people. At the
same time, a lot of complaints against the legibility and the
way-finding of the space appeared. The volunteers who
help people to find their way were asked around 100-200
times/day/person, besides them the security and cleaners
are also carrying the duty of guiding passengers (ZHANG
Hai-ye and YAN Ke-fei, 2007). Passengers were frustrated
by the complicated space and unclear signage system,
this not only affected the efficiency of traffic circulation
also had a negative impact on passengers’ emotions.

For the 2010 Shanghai World Expo, the south railway
station will be the most important transport center and

the estimated passenger flow will reach 400,000-500,000
persons/day (In fact the highest passenger flow even
reach to 600,000 persons/day). Methods of this traffic flow
evaluation for such a large numbers in the shortest time
will give huge challenge to the area traffic and the way-
finding system.

Figure 1 Shanghai south railway station.



In this context, the Construction and Transportation
Committee of Xujiahui district and the South Railway
Station Management Committee invited our team to do the
research and redesign project for Shanghai south railway
station area way-finding system. The Research and design
took place from September 2008 and finished implemen-
tation in April 2010.

Research and Consultations

We have studied the site and the existing sign system,
reviewed similar design and research cases to identify
the major issues. In the course of our research we have
met with officers from the management committee of the
station and interviewed many passengers to build up a
balanced overview. The results of the main problems are
summarized as below:

The site
e The round shape of the building makes people lose
the sense of direction. (Figure 2: F)
e The exits of the station are underground, which in-
crease the difficulty to navigating. (Figure 2: A)
e Many passages and gateways, easy to be confused.
* Huge instantaneous flow reduces the readability of
common signs.
* The passages and gateways are different from dayti-
me and nighttime.
¢ The bus stations are located on north and South
Square, the connection of them is underground and not
easy to find.
¢ There are totally 16 entrances and exits with different
destinations.

Figure 2 Photos of the existing signage system for
Shanghai south railway station

The existing signage system
¢ The hierarchy of way-finding information is not clear.
(Figure 2:A.D)
¢ | ack of ground public traffic information at the exits
of underground spaces. (Figure 2: C)
e Most of the signage using the standard size of fonts
and icons, the readable distance in the site status is
too short. (Figure 2: B)
e The location of signs needs to be developed.
e The readability of the sign maps need to be impro-
ved.

Objectives
As Fewings stated the principles of wayfinding are simple;

the practicalities are very complex (Fewings, R. 2001). Our
aim is to identify a practical solution to better way-finding
and outline the principles of a train station signage sys-
tem that helps rapid circulation. Through this solution not
only make the site easier to understand for users but also
encourage passengers to take public transport.

To redesign a signage system, we must be mindful of what
matters to the different kinds of users in Shanghai south
railway station, and take into account the needs of the
railway passengers, coach passengers, subway transfer
passengers or shoppers. All of these have legitimate con-
cerns that must be reconciled to make a system work.

Figure 3 lllustration of passengers’ behavior analysis

Before we redesign the system we must take full account
of what is there at the moment to decide what needs to
stay, go, or be improved. The defining characteristic of the
present situation, viewed as a whole, is that it is provider-
led and not customer-led (YIN Zheng-sheng, 2008). As
Patricia Brown noted we know from the worlds of commer-
ce and industry that this is not the best way of meeting the
needs of the very providers who, by default, have had to
institute these systems. In other words, if we think about
the needs of passengers who are willing to take public
transport we will be more effective in encouraging them

to do that than if we focus primarily on our own need to
promote a particular route or destination.

Through our interview, many passengers avoid taking
public transport if it requires them to navigate through an
unfamiliar territory. The sense of the unknown — how long
will it take, where a street leads to — creates 'risk’, espe-
cially of getting lost or increase journey times. In contrast,
taking taxi will be an easier choice even they may have to
pay more, wait in line or encounter traffic jams. This situa-
tion enlarged the needs for taxi and self-driving or parking,
burdened to the Shanghai south railway station’s taxi and
public parking supply. (Figure 3)
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It is for this reason that the management committee of

the station cooperated with us to redesign the signage
system, aimed to not only a more integrated way-finding
system but also guide a more sustainable and economical
behavior.

Methodology

Customer-led method

Putting the needs of users first, requires that we appre-
ciate the many different kinds of (potential) users: railway
passengers, coach passengers, subway transfer passen-
gers and shoppers. Their needs are not met well at pre-
sent. Even if one signage system is excellent in meeting
its own brief, it will have to work harder to guide behavior
than a common way-finding system (Applied Information
Group, 2007).

If we consider the needs of users in general, we may
extrapolate some principles on which everyone can agree
as the starting point for a common agenda. All kinds of
walkers want to:

e Know where to look for way-finding information when

they need it.

e Understand the way in which the information is com-

municated.

e Obtain the information they want quickly, intuitively

and without fuss.

It is in everyone’s interest to make the user’s experien-

ce a positive one.

As designers, we may, in addition, want to service spe-

cific requirements, such as:

e Promote / drive people to a particular destination

(e.g. bus station or subway station)

¢ Promote the character / identity of the space

® Reduce vision clutter

¢ Reinforce awareness of the space

e Encouraging the better option through signage guide

Through our research, people are willing to take the public
transport if they feel the transfer trip is manageable and
reliable. This means we can achieve a considerable bene-
fit from providing information about the alternative public
transport option instead of taking taxi at the point at which
users are making decisions.

Showing large-size signs at the exit of railway station that
the metro line direction is next to it, the close bus station is
just on the upper floor, and the taxi waiting point is another
direction, is likely to have a significant impact on the route
choices of users— encouraging people to take public
transport instead of taxi or private car. This approach can
be maximized and supported with a hierarchy of infor-
mation support, including direction signs, site maps and
route signs.

Figure 4 The redesign process and outcome

Data and findings

By April 2010, totally 241 sign panels were redesigned

or newly added into the signage system. During 2010
Shanghai World Expo, the highest passenger flow reaches
to 600,000 persons per day and was evacuated suc-
cessfully.

Statistical data

We choose the statistical data in the condition of same
flow/day in 2007 and 2011, and compared the approxima-
te data of passengers taking subway, taxi and self driving.

2007 2011
Subway 90,000 100,000-110,000
passengers
(persons/day)
Taxi 500-600 600
Self-driving 100-150 100
parking

Table 1. statistical data comparison between 2007 and
2011.(data sources: the management committee of
Shanghai South Railway station), (the subway data is also
influenced by the improvement of the network coverage)

User research data

In collaboration with the Shanghai south railway station
management committee, we conducted field research
questioning passengers as they left the station in March
2011. The findings are summarized below.

Respondent profile:
® 192 people were surveyed.
® 67% were railway passengers, 27% were coach
passengers, 5% were subway transfer, the remainder
were shoppers.
Key findings
e 73% of railway and coach passengers had looked at
signs or maps inside the station before exiting.
® 98% were comfortable with signs in the station.
® 86% of railway and coach passengers intended to
take subway or bus to their destinations.
e 87% could correctly identify the direction to the
subway or bus station.
® 93% think the direction sign of subway and bus sta-



tion is clear and easy to find

® 65% of visitors think the map on the sign is easy to
understand and 74% said they will read the map for
navigating.

Case Study 2 - Tourism signage design of Shanghai
Xujiahui scenes

Background

Today, Xujiahui is mainly a famous historical district of
downtown Shanghai with many scenic spots. Numerous
splendid historical buildings are located in Xujiahui,
including the Xuhui Middle School, Xujiahui Bibliotheca,
the 100 year old Xujiahui Christian Church, an observa-
tory and the Shanghai Film Studio etc. There are around
30 scenes located in this two square kilometers area
and most of them are free open to visitors. According to
the Xujiahui Tourism Bureau, since 2010 Xujiahui start to
working on becoming the first urban tourist attraction in
Shanghai and will apply for 4A National Tourist Attraction
designation.

Statistical results shows that by the year 2010 more than
half of the tourists’ destination is Xujiahui Christian Church

while the other scenic spots adjacent to it such as Xujiahui

Bibliotheca and Xujiahui observatory seldom has visitors
even the distance is only around 5 minutes by foot. Less
visitors aware the existence of those scenes not to men-
tion find them through the complex downtown streets. In
this context, how to give such area a holistic and syste-
matic wayfinding and signage system to attract and guide
visitors is at the crux.

From June 2011, Xujiahui Tourism Bureau and the Xujiahui
street management committee invited our team to do the
environmental graphic design including way-finding and
signage system design for the scenes of Xujiahui. The
project finished implementation in January 2012.

Figure 5 Shanghai Xujiahui district
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Figure 6 The circles on the map indicate the 5 minutes
walking distance. The red dots indicate the scenic spots in
site.

Research and Consultations

We have studied the Xujiahui district and the scenic spots,
reviewed similar design and research cases to identify the
major issues. We have met with officers from the Xujiahui
Tourism Bureau and interviewed many tourists to find the
crux of the site.

According to our research, it is generally agreed that
Xujiahui historical district is a wonderful place to explore
on foot or by bicycle. A 15 minute walk is considered a
walkable journey in Shanghai; through our test, the dis-
tances between the scenic spots are suitable for walking
or cycling (figure 6). In the interview, when showing the
distance map of Xujiahui scenes, most of the travellers
would consider walking or rent bicycle instead of using
other transportation.

While there are numerous barriers to getting more people
to visit Xujiahui scenes. The first one is lack of information
connection, whether scenes introduction or wayfinding
information. Many people avoid searching and visit the
scenes if it requires them to navigate through an unfamiliar
territory. Patricia Brown states that the sense of the unk-
nown - how long will it take, where a street leads to -crea-
tes 'risk’, especially of getting lost or increased journey
times. (Patricia Brown, 2006)

Besides the distance, the culture connections of those
scenes are very closely linked to each other. A good envi-
ronmental graphic design will invite and encourage more
people to discover the history and culture behind them.
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Objectives

Legibility

Information on signs or maps should be readily legible.
Also, the layout of the site should have a high degree of
‘legibility’, which aids in the formation of a clear mental
image of the space to be recalled later so that we can lo-
cationally visualize ourselves (Malnar & Vodvarka, 2004). It
is crucial that the kind of information people perceive mat-
ches what they can see in the actual environment in order
for people to easily find their way (Miller, 1999). Legibility
or visibility is the key aspect of signage (Berger, 2005).

According to Carpman and Grant, “successful wayfinding
depends on reading the physical environment as well

as on reading signs”’(Carpman & Grant, 1993). An envi-
ronmental image of a site could play an important part

in dealing with wayfinding tasks. Lynch’s five elements—
paths, edges, districts, nodes, and landmarks—increase a
human’s ability to see and remember patterns of an envi-
ronmental space. If people have a legible and visible map
in their mental space, they can easily navigate through a
certain environment. (Lynch, 1960)

Coincidentally, the scenes in this project are mostly eye-
catching landmarks which help the users read the environ-
ment, create mental map and navigate themselves. When
designing the wayfinding system, we emphasis the sce-
nes on the signage maps as 3D buildings which provide
both a literal representation of key landmarks, and make
the reading of maps more intuitive. People, who struggle
to read maps, including people with learning disabilities,
will also benefit by 3D buildings on the map. With these
maps with 3D buildings showing the major buildings of the
scenes, the signage system will help people to find the
Xujiahui scenes and even more attract travellers to conti-
nue visiting. (Figure 7)

Figure 7. the real building and the 3D building of Xujiahui
cathedral

The signs and maps use high contrast colors for optimum
legibility; a dark brown background with white or yellow
text is used in conjunction. As there are many red brick
buildings in Xujiahui's historical area, the brown color will
help the signage system fit the environment well. (Figure
8)

Figure 8. the lay out and colors for optimum legibility

Sustainability - Lead to a better behavior

It is important to pay attention to the sustainable produce
and manufacture process, while how to lead more sustai-
nable behaviors through design is worth much to discuss.

Walking has reduced a lot in cities over the last decade.
Reversing this trend would have a major beneficial impact
on the transport system, as well as delivering benefits for
the street environment, the economy and public health.
Besides walking, cycling is also seen as green transpor-
tation. The number of bicycles in Shanghai has exceeded
12 million and most of the roads have retained the bicycle
lanes. Regardless of road conditions or number of users,
Shanghai has the advantage of promoting the public bicy-
cle system. (GUO Min-hui & ZHONG Ming, 2009)

Figure 9 the public bicycle system in Shanghai

As discussed above, the scale of the site and the distance
between the scenic spots are particularly suitable to walk



or use a bicycle. However the lack of orientation in an
unfamiliar environment can lead to physical exhaustion,
stress, anxiety, and frustration, all threaten users’ sense of
well-being and limit one’s mobility. People feel safer if they
clearly understand the layout of the site and can easily
navigate through the space. People also feel comfortable
if they know where they are without being disoriented.

A good Wayfinding design is not just about assisting
people from point A to point B, but also bringing them the
better choice of behavior. So the objective is to create a
unified system that provides visitors with a set of measures
that helps them to do so with ease and confidence.

Learned from the reference case of Legible London pro-
ject, we added 10 and 20 minutes walking distance circle
onto the map to orientate the user and show how close the
scenes are to each other. In addition, we added the exact
distance of directional information onto the sign panel
especially the public transportation such as metro line

or bicycle rental. It provides the user with the information
needed to navigating in the area and the confidence to
attempt walking or cycling journeys. (figure 10)

Figure 10 the information layout and map of the signage
design

Overall, the improved information and wayfinding system
design aims to provide benefits including:

e encouraging the option of continue visiting in Xujiahui

scenes

e greater use of public transport

e healthier lifestyles

e a better environment

e promoting the history and culture spread

Methodology

A methodology was developed to analyze the navigation
issues of the Xujiahui scenes using a range of wayfinding
and visual communication criteria. These criteria were
based on the literature review of previous studies or con-
cepts from professionals as well as the knowledge gained
from previous wayfinding research case studies.
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Learning

We have completed a site analysis, including data collec-
tion and photo-documentation in the Xujiahui scenes. Data
collection included learning from the site conditions, the
users’ feedback and also from successful cases.

Options

Different options came from constant adjustments to find
the right balance between appearance, form, function
production and cost.

Testing
Trialling different options and appearances design during
development to get feedback from practice.

Evolutionary design
Many design details are considered and tried against
each other to develop the ‘fittest’ design.

Placement

It is one of the most important steps for the effective way-
finding system. Through prototype test, users’ feedback
study and the holistic control, the appropriate locations
were fixed.

While the analysis is limited to the Xujiahui scenes, the
methodology can also be applied to all other tourism sig-
nage design that has similar site scale and transportation
conditions. As the project has just finished implementation
in January 2012, the testing and refining is still an on-
going, cyclical process that takes insight and patience.

Data and findings

In collaboration with the Xujiahui Tourism Bureau and the
Xujiahui street management committee, we conducted
field research questioning visitors as they visit the Xujiahui
scenes. The findings are summarized below.

Respondent profile:
e 92 people were surveyed.
® 61% were visitors46% were first time visitorsi, 39%
were Shanghai citizen.
Key findings:
® 94% of the visitors had used the signage and wayfin-
ding system during their visiting.
e 71% of visitors think the map on the sign is easy to
understand and 74% said they will read the map for
navigating.
® 86% of the visitors could estimate the distance bet-
ween destinations and intended to walk or ride bicycle
to their destinations.
® 81% could correctly navigate to the next scenic spot
destination.

From above we find broad agreement not only about the
benefits of sustainable transportation modes, but also that
good design could increases them. Good environmental
graphic design could to some extent lead to better beha-
vior.



Figure 11 Photographs of the final completed signage

Conclusion and recommendations

From the studies, research and considerations set out in
this report have led us to conclude that the properly and
purposed research and design of environment graphic de-
sign can lead to a more sustainable behavior and deliver
significant environmental and economic benefits not only
for transport building but for all the public spaces.

To guide users’ behavior requires an integrated interdis-
ciplinary cooperation and research, such as the above
projects’ design team has integrated team members from
the architectural design, transportation engineering, indus-
trial design, visual communication design, environmental
design and other professional designers.

As many fast developing cities, Shanghai is still continuing
to build and improve the urban infrastructure and is an
emerging worldwide travel destination. How to circulate
instantaneous huge number of passengers, how to guide
a more sustainable and economical behavior, these will
be worth to research and will make the studies worthy of
popularization. The research and design projects discus-
sed in this paper had got many good feedbacks both from
the users and the managers. This means we can achieve
a considerable benefit from good environmental graphic
design and will encourage us to continue the research.
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Abstract

The tendency “Fast fashion “is the new thing between the
big marks of the world of the fashion. This one consists
of changing the offer of their cloth’s shops every fifteen
days, with a stock of new collections in very brief spaces
of time of which we were traditionally used. Previously the
fashion periods were known spring - summer or the au-
tumn - winter collections, these ideas have rethought for a
changeable fashion, on having placed new products with
major rapidity, at a more obtainable price to the pocket of
the consumer, which allows to a wider public to come.

The devastating consequences for our planet of this ten-
dency of fashion that hurts it, increases in the achievement
of the processes of finished textiles because they are
staining the water of the planet.This article what it wants to
achieve is to realize a reflection to analyze the problems
that is appearing and that little by little is destroying our
natural resources.

KEYWORDS: fast fashion, Inditex, Zara Case Study, con-
tamination of textile industry, textile waste, JIT system.

What is understood as Fast Fashion?

Fast-fashion is a form of clothing production that allows for
shorter times in creation and realization of a given pro-
duct, making its sale process faster. Great brands all over
the world observe collections from the most recognized
designers, interpret their tendencies with a style of their
own, apply modifications for market adaptation and pro-
duce garments in a shorter period of time, achieving faster
product placement, more affordable prices and reaching a
wider audience.

Enterprises dedicated to fast-fashion have modified the
idea of annual collections and launched their own version
called live collections. Garments are designed, fabricated,
distributed and sold almost as fast as the client changes
taste. It's even the enterprise itself that promotes these
accelerated changes, stocking its stores with new desig-
ns weekly, creating an environment where a client must
understand that if he likes a certain piece its best if he
purchases it right away because he may not find it next
week. This is the immediate shortage and opportunity
environment that these enterprises have created with their
live collection concept.

How can these collections be finished in such a short
time?

Ever since 1990, the concept of client oriented market is

refined, and products begin to be created with particular
individuals in mind, with the use of complex information
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systems capable of identifying specific clients and their
concrete needs. Segments get reduced to the point of
highly determined groups, almost concrete persons.

In order to understand the how these collections can be
finished in such a short time, this text will study the case
of the Inditex Group, owner of well known stores such as
Zara, Pull&Bear, Massimo Dutti, Stradivarius, Bershka,
Oysho, Zara Home and Uterque (Inditex, 2012). Their
singular management model, based on innovation and
flexibility and their way of understanding fashion, creativity
and quality design, along with a fast response to market
demands have turned it into a well known group worldwi-
de. Creativity and creation go hand and hand, production
and fabrication are done through outside providers, which
allows a short time between collections (Agulld, 2010).

The production process is met with machinery and outsou-
rcing in order to achieve shorter times and lower prices.
The network enterprise (in this case Inditex) fragment and
disperses the industrial productive process throughout
the world, from Portugal to Morocco, from Eastern Europe
to Asian countries. Then, when the garments are ready,
they’re sent to the offices in Zaragoza and Arteixo (Spain)
to give them their final touches (ironing, labeling and
bagging). Once finished, they’re finally sent to the stores.
Shoes are made in the International Center in Elche (Ali-
cante), that designs and distributes footwear that accom-
panies the products of every brand.
Zara: The chain’s main brand. Covers very different
styles, from daily and casual wear, to dresses and suit
for parties and events. It works with men, women and
children’s fashion. Some of the stores use the brand
Lefties (with no reference whatsoever to Zara), dedica-
ted to selling clothes from past collections or in general
low price garments.

Bershka: The style of the Bershka stores is youthful
and casual, but inside, you can find different styles and
tastes.

Pull & Bear: It focuses on youth fashion with an urban
edge. Mainly directed towards teenagers, boys as well
as girls.

Stradivarius: Focused on a young feminine audien-
ce. A style in the middle of Pull & Bear and Bershka,
although closer to the last one.

Massimo Dutti: Outstanding for its elegant designs,
classic and studied; daily wear, suits and cocktalil
dresses. It characterizes itself for having higher prices.
It works with women and men fashion; and recently
children.

Oysho: Lingerie and feminine underwear (although it
also covers pijamas, accessories and bathing suits) It
also works with girls and baby clothing (Bombin, 2004).
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Zara Home: Interiorism, household items, decorations,
accessories, kitchen items and Zara Home Kids (for
kid’'s spaces).

Uterque: Last store to join the Inditex Group. Focu-
ses on sophisticated accessory design: shoes, bags,
jewelry, glasses and leather products, among others.
It holds a sober image, in wood inspired on English
clubs, while maintaining a modern and diaphanous
feel.

The Inditex model is based in five principles:

Variety because it provides customers with a wide spec-
trum of products. Clients feel they’re taking with them a
personalized product given the diversity of choices.

Speed which means instant gratification and capacity to
answer the needs of the client. With a flexible production
system, that allows for responses to market demands. The
Just In Time (JIT) system makes it possible to receive the
desired quantities and varieties, achieving competitive-
ness given that only what's accepted by the costumer will
be produced, with no storage (stock zero), avoiding unne-
cessary textile purchase, all because “the costs of the pro-
cesses are determined before the product’s launch and
marketing, making the price what determines the product,
and not the other way around” (Inditex, 2011). To make the
production process more flexible and implant the comple-
te JIT system, during the nineties the group came to an
agreement with Toyota having multifunctional parts and
machinery that make it possible to quickly change produc-
tion, allowing flexibility and speed given the changes and
tendencies in fashion.

Giving without losing strategic control in order to streamli-
ne their workflows and to speed responses to customer
demand, use sweatshops but that means losing strategic
control.

Information management, this is done in real time. Everyo-
ne involved in the production chain must have access to
information throughout the chain when needed.

Super service and perfect orders in the areas that custo-
mers consider critical, such as fast and reliable delivery of
products, since it is provided where requested, within the
time stimulated, in perfect condition and ready for display
(Lefcovich, 2009).

For the production of the company Inditex are basic
pieces that are consumed around the time of the year and
are combined with items that come and go quickly, which
have short periods of life, ranging from two weeks since
its creation to its location in the stores is clothing that is
easy rotation, which follows the production according to
customer demands. This fashion flash, as can be called,
is done by throwing small productions as a test of consu-
mer acceptance, if this trend is well received, the product
is launched on a larger scale, which allows the company
to develop only the clothes according to the preferences

of its customers, which supports a flexible, production and
distribution.

He previously managed the concepts of seasons, Fast-
Fashion has changed the logistics of carrying out design
and production, which can receive the items in terms
ranging between 24 and 48 hours, accompanied by the
computer, which has provided the information between the
stores are those that capture consumer preferences and
production, avoiding the accumulation of stocks that incur
monetary losses to the stores with the return of the gar-
ments that were not market acceptance.

All this flexibility and the continuous changes of clothing,
make it likely to end up having from 6 to 8 seasons in the
year, unlike what was previously there were two or maxi-
mum four seasons a year. The JIT system which ZARA
(Inditex belongs to the group) is a pioneer makes it very
competitive in the market as an independent producer in
short periods of time.

According to the group Inditex, the customer is the center
of their business, landmark business model and its chain
of production. All processes are designed to provide the
best service to the store and the customer, due to its inte-
grated model where the consumer is the main decision-
making in all areas of the company.

Designers further information provided by the outlets with
consumer reaction to fashion proposals also do a street-
vision in clubs, streets and universities to monitor trends
to come. Also take information on the latest trends that
display fashion houses worldwide. This ensures the supply
of a product desired by consumers selling points are the
means by which the company uses to listen to customer
feedback so sellers are reporting that highlight the wis-
hes and needs of customers. as a dual purpose allows
constant adaptation to the demand and avoid saturating
the market of a particular model. He quotes one of Zara’s
marketing executives say, “The success of the model is to
be prepared to adapt what is offered - in the shortest time
possible - what customers want.”

The outlets are also carefully selected, as the store lo-
cation turns out to be a key point of the business, taking
account of urban mobility and potential buyers, also follow
the criteria of easy access and visibility products, to make
it possible to arouse consumer desire to enter the store to
take a turn and see “if there is something new.”

The Inditex group is evident, is that the relationship he

has with consumers is given in the stores themselves, but
“not invest money in advertising, only in exceptional cases
when it announces its sales in the early and mid-year.”

What are the consequences of fast-fashion?

All fast fashion trend has flooded the market, more and
more rapid fashion, just as the way people are buying or
buying new clothes, fashion is changing and that although
the garment will last a lifetime, will to be used at most



ten times and then be kept in the closet for the rest of life
because they went out of fashion. Sometimes due to the

change of seasons, in some countries, you cannot wear

these clothes and left without putting up with tags on, so
assaulted a question, what’s with all these clothes in our

closet? Where are you going to stop these clothes? What
is the social responsibility of these companies on all out

items that consumers do not want to use and need out of
your closet?

The corporate social responsibility of fashion products
based solely on the principles of ethics, accountability and
just treatment. The CSR goes beyond compliance with
laws and regulations, assuming their respect and strict
compliance. In this sense, labor legislation and regulations
related to the environment are the starting point to envi-
ronmental responsibility. Compliance with the basic rules
does not mean compliance with social responsibility, but
with the obligations that any business must meet simply
for the fact to do business. It would be difficult to unders-
tand allegation by a company CSR activities have not
completed or does not comply with the legislation referred
to his activity. “Promote the study and development of cor-
porate social responsibility understood as the commitment
of companies to apply standards of good corporate gover-
nance, sustainable social development and environmental
protection”

When talking about corporate social responsibility CSR,
not wants companies become charities, as companies
are made to be profitable, you want to achieve is that they
take an active and responsible about the impact of their
activities. This culture is a way of doing business, helping
to ensure more sustainable over time to the business and
economic growth. (Polo, 2010).

What CSR wants to accomplish is that companies aiming
for sustainable development, working for the balance
between economic growth, social welfare, development
and environmental conservation. The companies are com-
mitted to achieving this balance, must become an active
part in solving the challenges then the society, in order to
achieve a more stable and prosperous.

The textile industry has been characterized as one of the
most polluting because of the waste generated and the
high consumption of water, energy and chemicals. Textile
processing plants employ a wide variety of dyes and other
chemicals, including acids, bases, salts, wetting agents,
dyes and other finishing auxiliaries. Many of these do not
remain in final textile product they are discarded after
serving a specific use. Therefore, the combined effluents
textile plants may contain any or all of these components.
“Since many textile processes are handled in a disconti-
nuous way, the concentrations of residual materials can
vary significantly. Some processes require highly acidic
conditions while the other is highly alkaline. Accordingly,
the pH of the waste water can also vary over quite a pe-
riod of time."
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The pledge of the jean is one of the more polluting the en-
vironment, pollution in the dyeing process, but most origi-
nate in the process after this, when performing the laundry
or finish including bleaching of these garments, but also
of the stages of drying and finishing. Given the variety of
fibers, dyes and products used, these processes gene-
rate effluent of great diversity and chemical complexity,
which is not treated at a plant in conventional wastewater
treatment. The chemical composition of textile effluents is
rapidly changing as a result of different consumer prefe-
rences and fashion, which makes more difficult the job of
removing contaminants. Some companies have their own
processing plant wastewater, but unfortunately very few.

Water is a non-renewable natural resource essential to the
social welfare since it is a vital fluid to humans, plants and
animals due to their uniqueness. All finishing processes
to be performed, such as being contaminated degree in a
short time may not be used by humans.

What can we do to solve this problem of waste texti-
les?

That is the question as inhabitants of this planet, which
has gotten more and more consumers of new fashion
trends is needed to formulate, jthat WILL be done to no
longer to produce textile waste and doing so with the was-
te already have?

There are several techniques for the reuse of these items
that are being implemented in many parts of the world,
one of them is the vintage shops, which specifically refers
to the use of clothing worn and old but not just any type of
garment, but those exclusive nivelque high combined with
new or renewing to add accessories or current element is
a kind of recycling clothes.

“In London in search of clothes go first, so be it second
hand. The trend of using secondhand clothes, vintage
clothing as it is called. “To make the style work is to mix
vintage clothing with current pieces can be combined, so-
mething old with something new, this has become a trend
of the season, which is wear a vintage clothing and cheer
with a touch of modernity. In this way, is revitalized by
sepia colored outfit with the goodness of Vintage clothing
and today. “People living in London do not buy clothes,
collect. Having lots of weird looks, buy lots is crude, taste-
less” (Pastrana, 2011).

There are many shops Vintage worldwide, international
clothing houses and a lot of independent designers have
adopted the practice of recycling garments are processed
into products palatable to an audience eager to novel-

ty. International brands like Prada or Channel, historic
designs have been reissued to ensure it is not copies, but
original models, so that clothes are not to say that prices
are cheap, there are at every level. The good news is that
more and more people know how to value these types

of garments: you will never be the same going to a party
such as a Zara dress to go with a vintage, the customer
pays exclusivity and quality, there will never be the pos-
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sibility of finding someone wearing the same dress you
wear.

Many companies also make designs with recycled mate-
rials, in order to help the environment, waste is a valuable
resource, but often poorly understood. Textile recyclers
have developed a series of socio-technological practices
that allow transformation of materials, but often remain
invisible to modern economies.

The use of natural fibers is a good option to preserve the
environment, is reinforced by the finding that they are
organic, which means that its production is free from che-
micals such as fertilizers or insecticides, and the dyeing of
the fibers and fabrics using natural products and colo-
rants free of toxic elements or contaminants. In particular,
it has established an international offer organic cotton is
now produced in various countries, including India, Syria,
Turkey, China, Tanzania, USA, Burkina Faso, Uganda

and Egypt. Meanwhile, several Latin American countries
including Peru Brazil, Paraguay, Colombia and Nicaragua,
have been working organic cotton, spurred by benefits
associated with this material, as the natural stimulus to
agricultural practices that reduce pollution of land, and im-
proving health conditions for both growers and producers
and users of garments made from organic fibers. Interna-
tional companies such as Holf & harrison, using organic
cotton fiber because it is a strong, versatile, can grow in
most climates, does not require pesticides.

Natural fibers such as cotton, flax, bamboo or wool as
starting material for the manufacture of fabrics and gar-
ments, instead of synthetic fibers such as polyester,

since the latter is a petroleum derivative, and is rapidly
degraded, offers better care for the environment, as these
natural fibers are easily decomposable. There remains

a question, is it necessary to buy all that many clothes?

If the pace continues to be consumed as is being done
today, the planet would collapse!

i
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Abstract

Research activities on Design for Social Innovation and
Sustainability have discovered service practices that
could broaden our vision of what a “service” is, and con-
sequently how service design could be defined. Relational
and collaborative service models have been identified
that, together, open up new perspectives for service
design theory and practices. These service models rely
on interpersonal relations and new organizational mo-
dels which are strongly based on people’s capabilities,
knowledge, competences and autonomous initiative,
charac-teristics that point to a convivial reconstruction of
our societies. These perspectives could have important
implications for how the emerging discipline of service
design may be defined and developed, particularly in the
scenario of a sustainable society.

Design has widened its field over the years: from the
design of industrial products to the design of services
and product service systems (PSS). The Product Service
Systems research com-munity was born considering the
issue of sustainability, particularly in terms of the dema-
terial-ization of the economy: “reducing the material flows
in production and consumption; creating products and
services that provide consumers with the same level of
performance, but with an inherently lower environmental
burden” (MONT, 2001). The research community growing
around Service Design (MORELLO, 1991, MANZINI, 1993;
MAGER, 1994, 2004, PACENTI, 1998)has inherited the
research on Design for Sustainability (MANZINI, VEZZOLI,
2002, MANZINI, JEGOU, 2003, MANZINI, 2004) - parti-
cularly on Design for Social Innovation and Sustainability
- but has also been influenced by other research fields,
for instance, in Italy: Strategic Design (ZURLO, 1999), In-
teraction Design (ANCESCHI et.al, 1993, MONTEFUSCO,
1993; SUSANI, 1997), Experience Design, which can be
considered an integration (CEPPI, 2004) of what has been
called Primary Design (PETRILLO, TRINI CASTELLI, 1987)
—as a “sensorial” approach to design practices, and the
Experience Econ-omy (PINE, GILMORE, 1999).

Service Design began as a convergence of all these stu-
dies and practices and is continuously expanding through
research groups, consultancies and graduate/undergra-
duate courses estab-lished all over the world. Reinforced
by these emerging practices, Service Design is a “rapi-
dly growing field that has since been given a thorough
theoretical and methodological basis” but is also a “young
discipline that contains many exciting, undiscovered lines
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of research and con-tinues to invite us to explore the unk-
nown and pursue exciting experiments” (MAGER, 2007)

However, the theoretical and methodological basis of
Service Design is still seen by some as an open question,
i.e. work in progress. In placing the terms “design” and
“services” side by side the definition of what a “service”
actually is becomes of primary importance to an unders-
tand-ing of the very nature of Service Design. Let’s take as
an example the following definition, ex-tensively divulged
on the Service Design Network, the largest international
research commu-nity in the field:

What exactly is service design? Service design addres-
ses the functionality and form of services from the pers-
pective of clients. It aims to ensure that service interfa-
ces are use-ful, usable, and desirable from the client’s
point of view and effective, efficient, and distinctive from
the supplier’s point of view. (MAGER, 2007)

As we will see in the following lines, the definition above
presupposes and defines “service” in terms of a speci-
fic service model that we could call “standard”, in which
the “client” (or cli-ents) and a “supplier” are well defined.
This definition does not consider other possible service
models, as the research activities on Design for Social
Innovation and Sustainability have demonstrated.

In the few lines of this paper we do not intend to set out

a definition for Service Design. Its main objective is to illus-
trate how, in many aspects, there are emerging service
practices that could broaden our definition of “services”.
As we will see, this also has implications for how the emer-
ging service design field could be developed.

Service models

Standard service model

In this model, [agents] and [clients] are performing pre-
defined roles. The service activities sub-sist in the per-
formance between the two. This is the image that usually
comes to mind when we think about “services”. The “point
of intersection” of the service performance occurs when
the two distinct areas of provider (organization) and client
meet. The paradigmatic example of the “intersection
area” or interface is the “service-counter” and the usual
example is a bank. This example illustrates how in these
services, the encounter between persons is intermediated
and firmly based on a designed apparatus. The interper-
sonal relations between the participants are not consi-
dered an essential requirement to a satisfactory service
performance. Pacenti (1998), in one of the first studies on
Service Design, proposes an analogy between service
design and interaction design, considering this provider-
client intersection as the interface to be designed.

This widely used service model was developed according
to an industrialization process which promotes rationali-
zation, optimization and control over interpersonal inte-
ractions in service performances (LEVITT, 1972, 1976).
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Unlike the other service models considered in the follow-
ing paragraphs, standard services promote an idea of
“comfort” and well being that is identi-fied with “inactivity”
and a passive attitude on the part of users/consumers,
i.e., comfort as “re-lief” (MANZINI, 2008).

Relational and collaborative services

Some research projects1 looked for social innovations
for sustainability, i.e. people creating so-lutions outside
the mainstream unsustainable patterns of production and
consumption.

Given that the capability of re-organizing existing ele-
ments into new, meaningful combinations is one of the
possible definitions of creativity, these groups of people
can be defined as creative communities: people who
cooperatively invent, enhance and manage innovative
solutions for new ways of living (MERONI, 2007).

These research activities - based on a collection of social
innovation cases collected initially in Europe (Meroni,
2007), but later also in Africa, Brazil, China, India - have
identified the emer-gence of a particular kind of service
configuration known as collaborative services: “services
where the final users are actively involved and assume the
role of service co-designers and co-producers” (Jegou
and Manzini 2008, p. 34). Most of the services produced
by creative com-munities present this characteristic: they
are solutions based on a collaborative approach, where
participants co-produce a recognized shared benefit, to-
gether seeking to solve problems posed by their everyday
life. Considering these characteristics, this specific service
model has also been defined — in organizational terms - as
collaborative services. (JEGOU, MANZINI, 2008). The
collaborative approach is also based on open source and
a peer-to-peer spirit, i.e. service-oriented networks where
users are co-producers of their own services and contents
(i.e. blogs, podcasts, wikis, social networking websites,
search engines, auction websites), generating non-hie-
rarchical and network-based organizations (BAUWENS,
2004).

Recognition of the collaborative service model led to the
coining of another term: relational services (Cipolla 2004,
Cipolla and Manzini 2009). It emerged from the analy-

sis of a group of social innovation cases that distinguish
themselves by a very special characteristic: the intensity
of interpersonal relations required to enable these particu-
lar services to operate. Relational ser-vices are a particular
kind of collaborative service in which participants need
not only to be operationally active and collaborative, but
also well-inclined and willing to relate with others in a per-
sonal manner. Relational services are services but with a
particular architecture, unlike that of the standard service
model, i.e. instead of being passively served by suppliers/
providers, people are actively interacting and relating in
order to produce shared benefits. These services are de-
fined as relational because the interpersonal relations are
an essential component of these solutions. These relations
are not an involuntary or spontaneous consequence of the

solutions: the quality of interpersonal relations are intrinsi-
cally required by the service operation itself

The service model we see behind the solutions produced
by creative communities - the collabo-rative and relational
service model - differs from that commonly associated
with the idea of “services”. Examples range from childca-
re to care of the elderly, from looking after green spaces

in urban contexts to alternative forms of mobility, from the
building of new solidarity networks to the realisation of new
housing typologies (MERONI, 2006).

The service called “Living Room Restaurant” is considered
as a paradigmatic example of a re-lational service model.
Itis a service in which a family runs a restaurant in their
own living room. After reserving places via email or a pho-
ne call, complete strangers can literally come and sit at
the dining table with them. After a short chat and getting
acquainted with all the guests, dinner is served. Guests
can choose the background music they want and help
by clear-ing the table between each course. The mem-
bers of the family sit at the ends of the table and between
courses they change places so they can talk to everyone
present. The “client” even helps lay the table. In this situa-
tion, is the family promoting the restaurant a “provider”
or a “host™? Can the “users” be defined as “clients” or
“guests”? Certainly, the roles between agents and clients
are not clearly defined. It is a service based on inter-
personal relational qualities. First of all, it is conceived to
run in a space that is traditionally considered to be pri-
vate, even “intimate”—one’s own home—which is made
available to others. Opening your own space also means
opening your own intimacy.

“Jardin du Ceres”is another example (MERONI, 2006):

the consumer purchases — paying in advance — all the
food that will be produced and supplied by the farmer, be-
coming his “part-ner”. This includes an approach - based
on the Slow Food Movement (PETRINI, 2005) - on which
consumers and producers are considered as “co-produ-
cers”. This characteristic also changes the interpersonal
interaction between consumers and producers.

Collaborative and relational services have been found
beyond the European context. “Ecologi-cal Network” in
Rio de Janeiro is an example. Born in October 2001, It
consists of groups of consumers who make purchases in
through a direct interaction with producers. This enables
the supply of agro-ecological/organic products in an affor-
dable way and, at the same time, supports initiatives of
small producers who follow the same principles:

“The service provides a direct distribution model for
ecological food purchasing. The model encourages
healthier nutrition and lifestyles, which also benefits

the environ-ment by reducing the use of pesticides and
other chemicals in food production. The ini-tiative is lo-
cally based, at city level. There are currently six centers
across regions sur-rounding Rio de Janeiro with over
seventy partner organizations. Ecological Network not



only supports a healthier lifestyle but also allows con-
sumers to purchase biological food products at lower
prices than in supermarkets.” (UNEP, 2009)

Another example is “Reviverde”. It is a service organized
autonomously by a group of people in Rio de Janeiro.
They observed that the services of collection of waste
were not working properly in the city and decided to au-
tonomously collect and find the correct destination for the
waste produced in their condominium. They have struc-
tured a solution, that it is now offered to any other condo-
minium. The development of this solution presupposes

a coordination and in-terpersonal interaction between
condominium members that is not usual and even rare.

The observation and analysis of these and other initiatives
shows that these groups of people have set up a particu-
lar service configuration: from services provided mainly by
organiza-tions, to self-organized models, from services
based on anonymous performances be-tween partici-
pants to those based on very personalized and mutual
interper-sonal relationships.

These services are based on active people and are
strongly rooted in their local contexts. They are considered
“signs”, prefiguring a sustainable future in which people
will rediscover their own abilities to set up autonomously
the solutions they need based on their local resources and
common goods.

Ivan lllich: conviviality and service models
| believe that a desirable future depends on our delibe-
rately choosing a life of action over a life of consump-
tion, on our engendering a lifestyle which will enable us
to be spontaneous, independent, yet related to each
other, rather than maintaining a lifestyle which only
allows to make and unmake, produce and consume - a
style of life which is merely a way station on the road
to the depletion and pollution of the environment. The
future depends more upon our choice of institutions
which support a life of action than on our developing
new ideologies and technologies. (ILLICH, 1973a)

This citation from lllich, written in 1973, is still relevant and
challenging, particularly consider-ing the effort to find
alternatives to the unsustainable models of production and
consumption. It expresses the need to change our ideas
of well being, which materialize in products targeted to
satisfy passive users, towards an idea of well being based
on access and activity (MANZINI, 2007). This has been
one of the main issues in the approach based on creative
communities, manifest in the studies and practices rela-
ting to relational and collaborative service models.

The process of unlimited institutionalization, manifest in
standard services, has dominated modern societies:
[...] great swathes of the way we live our lives become
institutionalized. ‘This process undermines people - it
diminishes their confidence in themselves, and in their
capacity to solve problems. It kills convivial relations-
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hips. Finally it colonizes life like a par@site or a cancer
that kills creativity” (FINGER and ASUN, 2001apud
SMITH, 2008).

lllich (1973b) analyses how the major social agencies
have, over time, been reorganized ac-cording to scientific
criteria Education, postal services, social work, transpor-
tation, and others have all followed this evolution. In brief:
services have been orga-nized as industrial institutions.

He also describes how the industrialization of medicine
led to the break-up of the network of interpersonal rela-
tions in which people had always found relief and support
in their everyday lives:
“the exclusion of mothers, aunts, and other non pro-
fessionals from the care of their pregnant, abnormal,
hurt, sick or dying relatives and friends resulted in new
demands for medical services at a much faster rate
than the medical establishment could deliver” (ILLICH,
1973b).

The key question is the “abundance” of industrial tools
and experts — including service provi-sion — that suffoca-
tes people’s freedom, creates dependence on producers
and providers, and stimulates the development of an
individualism that can go beyond personal realization and
reasonable self-interest, to become closure and indiffe-
rence. Against the enslavement of man to all these tools,
lllich proposes the concept of “conviviality”, expressed
nowadays, for example, in relational and collaborative and
service models:
| choose the term ‘conviviality’ to designate the opposi-
te of industrial productivity. | in-tend it to mean autono-
mous and creative intercourse among persons, and the
intercourse of persons with their environment; and this
in contrast with the conditioned response of persons
to the demands made upon them by others, and by a
man-made environment. (ILLICH, 1973b)

The Design discipline does not remain unaware of the
power of conviviality. It was expressed by the research
activities on design for social innovation and sustainability
which have devel-oped the issue of creative communities
and have identified the service models described here as
a perspective for a more sustainable future. But not only:
the experience of the RED Unit at Design Council, from
2003 to 2006 is another example, using the term “open
welfare”:
This paper proposes a radically different approach for
the 21st century: open welfare. It argues that many of
the biggest improvements in public services will come
from mass, participatory models, in which many of the
‘users” of a service become its designers and produ-
cers, working in new partnerships with professionals
(COTTAM, LEADBEATER, 2004)

Service Design perspectives

The research activities on Design for Sustainability have
not only contributed to setting up ser-vices as an object
of Design activity, but have also opened the discussion



22

about what kind of services we could imagine and promo-
te in the scenario of a sustainable and knowledge based
society (JEGOU, MANZINI, 2008). On the other hand,
increasingly complex social and eco-nomic problems are
requiring solutions beyond the classic tools of government
policy and mar-ket solutions. The emergence of a social
economy that “[...] melds features which are very dif-fe-
rent from economies based on the production and con-
sumption of commodities” and on which there is [...] an
emphasis on collaboration, care and maintenance rather
than one-off consumption” (MURRAY et al.,2010) is more
than ever requiring the exploration of new serv-ice models.

Relational and collaborative services have been presented
here as examples of alternative models to the process of
service industrialization and concentration of knowledge
power. From a theoretical point of view they have been
presented in the perspective of a convivial recon-struction
of our societies, and in tune with the emergence of the
social economy (MURRAY, 2009, 2010) and the demands
for a more sustainable future (MANZINI, 2008).

One important step in establishing the scope of Service
Design is to consider the enlargement of the concept of
"service” itself, based on the consideration of other ser-
vice models, beyond the industrial or standard one. The
central role of interpersonal relations, or non-hierarchical
and networked-based organizations that relational and
collaborative services are inspiring, are some examples
of practices that exemplify the possibilities for setting up
alternatives to the mainstream ways of production and
consumption, particularly new services architectures
which are based on people’s capabilities, knowledge and
competences.
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Abstract

The School of Design, part of Linnaeus University in
Sweden, has been focusing on new design thinking in our
education. In the Sustainability specialization within the
Design Programme we have been striving to increase the
awareness of sustainability concerns (environmental, so-
cial and economic) instead of being traditionally focused
on aesthetics.

We have developed a programme in line with the increa-
singly problematic world, where climate change is just one
incitement for proposing attitudinal changes. The process
of shifting our own and our students’ mindsets has been
successful. As soon as the students come to grips with the
actual situation they are more than willing to change from
the romantic dreams of figuring in glossy magazines to
developing new fields for their research. Design education
can have an impact on society while working closely and
together with society to explore what design can do. We
are proud of what we have achieved and are heading for
a future where the design discipline takes a leading role in
transforming vital parts of our society.

In my paper | will present one of the projects where the
focus was on collaborating with a municipal housing
company and a Swedish migration institution. It will in-
clude some of the extraordinary ideas developed by our
students. My aim is to exemplify ‘design in action’, which
might mean a changing and expanding view of the design
of today and tomorrow. Shifting Mindset.

KEYWORDS: Shifting, sustainability, social innovation

Introduction

The School of Design, which is part of the Linnaeus Uni-
versity in Sweden, has during the last seven years been
focusing on the connections between design and a sustai-
nable society, paving the way to a new kind of design as
well as of design thinking. This pervades all of our edu-
cational praxis, as transmitted by theoretical courses but
also in the more practically oriented ones, as for instance
the Sustainability specialization of the Design program-
me. Henceforth we have been striving for increasing the
awareness of sustainable concerns (cultural, environmen-
tal, social and economic) instead of hanging on to traditio-
nal concerns about aesthetics and commercialism.

During the last few years we have been able to develop
a program in line with the increasingly problematic world,
where climate change is just one incitement to proposing

an attitudinal change. The process of shifting our own and
our students’ mindsets has been successful. As soon as
the students come to grips with the actual situation they
are more than willing to change from the romantic dreams
of figuring in glossy magazines to developing new fields
for their research. Design education can have an impact
on society while working closely together with different
actors within society to explore what design can do to their
special fields. We are proud of what we have achieved so
far and are heading for a future where the design disci-
pline takes a leading role in transforming vital parts of our
society.

Design and sustainability in the past

As we are all well aware, the function of design has been
shifting over time. 150 years ago, in the infancy of in-
dustrialization, John Ruskin claimed: That country is the
richest which nourishes the greatest number of noble and
happy human beings. William Morris and the Arts and
Crafts movement were inspired by the socialist move-
ments of the time and wanted to create artefacts which
would by combining functionality with beauty increase the
feeling of happiness among the population. The problem
was that the majority never got access to these goods, as
they could never afford to buy them

In Sweden we have something like a tradition of thinking
in sustainable terms, even if this never permeated design
thinking. Notabilities like Ellen Key advocated the useful-
ness of combining function and beauty in order to create a
better society, and 100 years ago Svenska sléjdféreningen
["The Swedish Society of Industrial Design”] mounted an
exposition where the publication, Vackrare vardagsvara [”
More Beautiful Things for Everyday Use”], by the architect
Gregor Paulsson, was distributed. He argued that artists
should cooperate within factories in order to increase the
quality of the products. The purpose was that all people
should be in touch with beautiful things and through this
beauty become beautiful human beings. At the time there
was no discussion of what beauty is or what it can mean in
different contexts to different people.

After World War Il there was great trust in the future.
Society was to be rebuilt and there was a happy future
waiting for everyone. Factories were producing artefacts
which seemed to be needed to build the future of people’s
dreams. Dreams were created by cool male PR and
advertising people, and suddenly everybody felt the urge
to own a toaster, a vacuum cleaner, or why not a blender?
Prices went steadily down and it became realistic to buy
and keep buying your own versions of all the things the
PR people flagged for. They were working for industry, and
so did the designers who were in charge of making the
artefacts functional and aesthetic. Some decades later,
Rachel Carson stated in her book Silent Spring that the
use of pesticides in farming would kill animals and the
result would be deadly silence. The environmental move-
ment was born. The movement had very little impact on
society at the time but was an important starting point for
the on-going work with changing how we in society treat



the environment for growth. We know the rest, with mee-
tings in Rio, Copenhagen etc., but sadly enough not much
has happened. Economic values win over sustainable
solutions.

As we might learn from history, there are Swedish desig-
ners who have been motivated to work for a more sustai-
nable society through their profession. The famous Victor
Papanek had an impact on Swedish design, culminating in
what still exists as Ergonomic Design. The majority of the
designers were heading in another direction, to improve
industrial artefacts, all for profit. So, what do the Swedish
design organizations say about design taking responsibili-
ty for a more sustainable society in 20127

Mapping the field

The Swedish Association of Designers does not, sadly
enough, discuss the role of design for a better society on
their website. We could notice the criteria for Stora Desig-
npriset [in translation: the Grand Award of Design]. The
jury rewards products where design promotes commercial
success. The Grand Award of Design is directed towards
a Swedish company and its design supplier. If my inter-
pretation is correct, a prize winner should be produced
by a company that collaborates with a designer, the most
important role for design being to turn out a commercial
success. We are not satisfied with these criteria.

Things are changing, though. Another Swedish associa-
tion, The Swedish Industrial Design Foundation (SVID),
collaborates with what is called the Natural Step and its
Sustainability Guide. On its website SVID declares: In this
guide, SVID, the Swedish Industrial Design Foundation,
aims to plant a seed that will grow into an understan-
ding of the role of design methodology in moving society
towards sustainability. This means that their intention is
that designers should take part in and responsibility for a
more sustainable society. We are satisfied with this state-
ment.

Looking beyond Sweden, in 2005 Hilary Cottam was
named the UK Designer of the Year, hosted by the Design
Museum, London. She works in the field of social entre-
preneurship and has been developing solutions to social
issues like prison systems, ageing, and families in chronic
crises. If we compare her efforts to the Grand Award of
Design in Sweden and the Designer of the Year award, the
UK conveys a signal to us that we are working in the right
direction. We applaud that!

What then is sustainable development? What do we mean
by the term, so commonly used and misused? In the re-
port Our Common Future, more known as the Brundtland
Report and today criticized and considered as an incom-
plete but still important resolution, the conclusion reads:

Sustainable development is development that meets the
needs of the present without compromising the ability of
future generations to meet their own needs. It contains
within it two key concepts:
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1) the concept of ‘needs’, in particular the essential
needs of the world’s poor, to which overriding priority
should be given; and the idea of limitations imposed by
the state of technology and social organization on the
environment’s ability to meet present and future needs.

2) Thus the goals of economic and social development
must be defined in terms of sustainability in all countries
- developed or developing, market-oriented or centrally
planned. Interpretations will vary, but must share certain
general features and must flow from a consensus on
the basic concept of sustainable development and on a
broad strategic framework for achieving it.

The founder of the Natural Step organization, Karl-Henrik
Robert, thought the definition of sustainability was laid on
a too high philosophical level for providing a good practi-
cal guidance. He therefore created a consensus dialogue
with several researchers, and identifying the four princi-
ples for sustainability that can guide concrete action.
These principles state that, in a sustainable society, nature
is not subject to systematically increasing:

1) materials drawn from the earth’s crust;

2) substances produced by society;

3) degradation of natural systems by physical means;

4) and in this sustainable society, people are not subject
to conditions that systematically undermine their capaci-
ty to meet their own needs.

These principles should be natural, especially to enable
every human being to fulfill their basic needs. When did
we stop choosing that as a starting point?

The Swedish Design Faculty, with members from all
Design education departments in Sweden, drew up a
strategy for research on July 10, 2011, proposed by the
chairman Peter Ullmark. The strategy describes design
as going from being an aesthetic practice, like industrial
design, to become an innovative part of the process of
change in general. This is important, even if it must be ad-
mitted that it might be hard to visualize an implementation
on a broad scale. It is easier to identify the “business as
usual” paradigm in the work of Swedish designers.

Social innovation is one way of forming the process of
change and the development of society. The MEDEA, the
Collaborative Media Initiative group at Malmé University is
working with collaborative processes, stating that the pro-
cess of design is well suited to pursue development that
will respond to social needs. Design processes which are
based on including users and stakeholders in participa-
tory design and rapid prototyping have proved useful for
social innovation. One project is Herrgards kvinnoférening
(HKF), a women’s organization working in a neighbour-
hood called Herrgéard, which was started eight years ago
by five immigrant women who felt excluded from Swedish
society. They worked with activities like cooking and textile
design. At a reunion with the Design faculty in October
2011 Anna Servalli presented their project and explained
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that it has been very exciting, but not easy. Union repre-
sentatives complained that the activities by this group
competed with ordinary jobs. Another issue concerned
when a woman, coming from a culture where the husband
is usually the head of the family, after a successful project
gets a position in society that her husband has not. As
her husband lost his position when coming to Sweden,
this created a new situation in the couple’s balance in life
and marriage. So, although starting out with the best of
ambitions, such projects might end up in more ways than
prognosticated — who said it was easy?

MEDEA has been inspired by Young Foundation in the UK.
This is how Young Foundation introduces itself on its web-
site: The Young Foundation brings together insights, inno-
vation and entrepreneurship to meet social needs. Social
innovation is defined as: New ideas that simultaneously
meet social needs and create new social relationships or
collaborations. Innovations that are both good for socie-

ty and enhance society’s capacity to act. Geoff Mulgan,
former head of Young Foundation, describes the limits of
design in projects concerning social innovation. Designers
do not have enough knowledge of economics and organi-
zing. He adds that designers lack the ability to implement
the projects, and as their fees are high they seldom get, or
are granted, a long-term commitment. Therefore designers
should collaborate with other disciplines working with social
innovation and use their methods to reach more robust and
long-term solutions.

Ezio Manzini and Francesca Rizzo wrote an article in 2011
called “Small projects/large changes”. The main questions
discussed in the article are: What could citizens’ active
participation do to promote and support large-scale sus-
tainable changes? What can design do to stimulate and
support this process?

Having analyzed several projects, the authors arrived

at the conclusion that to be successful in large scale
projects, like those comprising cities or regions, social
innovation and participatory design have to be integrated.
The function of the designer will be as tutor, mediator or
initiator. Designers could work with end users and together
realize meaningful projects. Ezio Manzini is a professor

at Polytech, Milano, and the founder of DESIS, Design for
Social Innovation towards Sustainability.

In an interview with Experientia, a global experience
design agency, Manzini describes an on-going project,
Nutrire Milano, in cooperation between Slow Food, Poli-
tecnico di Milano and Facolta di Scienze Gastronomiche.
The goal of the project is to regenerate peri-urban Mila-
nese agriculture (that is agriculture near the city) and, at
the same time offer organic and local food opportunities
to the citizens. To do that implies promoting radically new
relationships between the countryside and the city, in
other words, creating brand-new networks of farmers and
citizens based on direct relationships and mutual support.

This is a good example of how design can interact with

other disciplines and reach sustainable solutions for citi-
zens living and working in a region.

This year a new and interesting network started in Stoc-
kholm. This is how it is introduced on its website: Green
Leap is a network for design and sustainable development
and a part of CESC, Centre for Sustainable Communica-
tions, at KTH Royal Institute of Technology in Stockholm
Sweden. Our mission is to become a catalyst for change
by engaging design in sustainable development. In Fe-
bruary, Green Leap had a reunion with teachers in design
and sustainability, and we discussed how to work with
sustainability in our schools of design. It became more
than obvious that the actors within the field have different
interpretations of the topic ‘design & sustainability’. Very
few design schools in Sweden have an overall programme
strategy for sustainability with theory integrated. We have
been striving for an increased awareness of sustainable
concerns (cultural, environmental, social and economic)
instead of being traditionally focused on Aesthetics.

Design program at Linnaeus University, Sweden

In the syllabus the following is highlighted:

Societal and cultural changes require a new approach to
design and new roles of a designer. Therefore, the Sustai-
nability specialization of the Design Programme is groun-
ded on a humanity and social science basis. It involves a
holistic approach, which assumes that method and theory
meet today’s challenges with the highest standards of
sustainable development. Education focuses, therefore,
on promoting the design processes under cultural, eco-
logical and long-term economic conditions, on the basis
of theories aimed at human welfare in every sense. The
programme is theme-based and focuses on the design
aspect in social and cultural contexts. Through basic
courses students acquire a general and broad theoretical-
practical foundation in graphic design, product design and
spatial design, while advanced courses allow the student’s
individual elective specialization within the framework of
the given themes. The teaching takes the form of projects
within both theory and practice. Design theory and prac-
tice are features integrated in the courses and provide
insights that are both artistically and scientifically related.
Inter- and multidisciplinary activities are made possible by
the university campus. After completing the programme,
the student is prepared for employment in the private and
public sectors.

Another very important aspect is to have a plan for edu-
cation in sustainability for all the teaching members of the
faculty. We collaborate among others with the Natural Step
organization, and our teachers participate in their cour-
ses. Why is this? Even if not all our courses are labelled
sustainability, it is important that all feedback from tutor to
students is based on such an approach.

A Case Study

So, how do we do this? The Bachelor programme has a
sustainable framework throughout. The 5th semester we
focus entirely on sustainability. Students have assimilated



design in practice and theory, so now it is time to deepen
the sustainability perspective.

We start with a manifesto in Module 1. The tasks of the
students are to articulate their general attitudes to design,
visually and textually. After completing the course the
students are expected to show an understanding of the
designer’s new roles in a sustainable society and reflect
on their roles as a designer from a sustainable perspecti-
ve. We continue in Module 2 by acquainting the students
with a sustainable toolbox to help them understand the
sustainable perspective as part of the design process.
The students are expected to formulate a question in a
given context, leading to a project where methods and
tools for sustainable development are applied. We want
them to be able to analyze self-critically their own view of
sustainability.

Last year, in Module 3, we worked with a project called
What can Design do for Torpsbruk? Torpsbruk is a small
community with 350 inhabitants outside the small town of
Alvesta in Southern Sweden. Today the community has no
school, shops or restaurants. The buses into town are de-
creasing in number. There is a societal association, which
is a forum for discussions of how people want to develop
their community. In this project we worked together with
AllboHus, a municipal housing corporation with ABF, an
adult liberal education association, and with the Migration
Office, as there are asylum seekers living in this commu-
nity.

We started by staying on site for a couple of days, mee-
ting the people living there in what we call Meet and Eat.
We invited all people to the Café Torpsbruk, run by the
ABF, to sit down and talk to us over a simple meal, one
evening with the community association in Torpsbruk and
the next evening with the asylum seekers. This was done
by recommendation from AllboHus to make us realize that
several people living in Torpsbruk found it difficult to have
asylum seekers moving in and, after weeks or months, mo-
ving out again. After finishing our field study, we went back
to the university. Now we had to try to analyze what kind

of reality we had been part of. For two months students
were working with this project, starting with formulating
questions and a project of their own. Students continued
visiting the site, going back and forth in order to get closer
to the people and the community.

The overarching question was: What can Design do for
Torpsbruk? Is design a tool for societal issues? In the end
students presented very interesting and varied projects,
because our Design programme focusing on Sustainability
is a general education programme and our students choo-
se their own approach to design. They identify themselves
as designers, not graphic or space designers. We also
invited people living in Torpsbruk to visit Linnaeus Uni-
versity for a presentation of the projects. Many interesting
discussions took place with students getting feedback
from excited citizens.
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Three projects will illustrate what kind of work came out of
this session.

Johan Ahlback worked with Vizualisation of Statistics.

Background: The political climate in Europe has in recent
decades had a right-wing hue that has continued to grow
in strength. This has not been seen since the time before
Adolf Hitler's National Socialist Party took power in Ger-
many in in the 1930s. The debate climate is strained and
various media treat the situation in different ways. Some
journalists are trying to focus on the question, while others
are ignoring it. This is constantly used in the conspiracy-
like theories of the right-wing media.

Project: This project is based on the Migration Board’s res-
ponsibility to demonstrate transparency and participation.
In our information age the Migration Board has the possi-
bility to show correct information on its web site in a simple
way to a great many people. It is therefore important that
as long as we have a government, elected by the majority,
we should be able to have confidence in them, not in xe-
nophobic groups that seem to exploit the ignorance of the
majority in order to create fear. Ahlback’s design project
was trying to increase the availability and transparency of
governmental organizations in order to avoid suspicion.

In this case it means increasing the understanding of
important data concerning migration and integration by
visualizing Migration Board statistics in a more appealing
and understandable manner and making it into a basis for
discussion and actual political participation.

Ahlback focused on info-graphics and experimented with
vizualising statistics. His target group consisted of young
men in their most vulnerable adolescence, before they
turn into angry young men. He witnessed an information
gap in society and tried to make a solution in his own way.
His inclination as a designer lies within the graphic sector,
which explains his interest.

Erika Lindmark worked with a project called Our Sto-
ries.

Background: In Torpsbruk there is a clear divide between
those who live permanently in the community and the as-
ylum seekers. The former have an inadequate knowledge
and understanding of the situation which they find them-
selves in. There circulate many negative stories among the
permanent residents about the asylum seekers as a source
of anxiety and prejudice. Meanwhile, the asylum seekers li-
ving in Torpsbruk have no opportunity to get an insight into
how the permanent residents live and no ability to integrate
and become involved in the community.

Project in the student’s own writing: Our stories are an in-
tegration project for children aged 10 - 12 years where the
children are given the opportunity to talk about themselves
to other children with photography as a medium. The idea
is for children of different backgrounds to learn about each
other to increase their mutual understanding, while they
may express themselves and work with their creativity. |
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did a workshop with ABF in Torpsbruk with children living
permanently in the community and asylum seekers. The
participating children were given a camera to photograph
glimpses of their lives. The material in the form of children’s
pictures and comments were then collected in a booklet
that was placed in the Café Torpsbruk and distributed to
the children who participated. The workshop then became
the basis for developing a system for how the project can
be applied in school with a manual describing the various
stages of the project.

Lindmark focused on integration. Most students experien-
ced this as the most important issue. Erika was working
with a project with children to help them getting integrated
in Swedish society easier and faster and by this also invol-
ving their parents.

Angelica Gustafsson worked with a project called
Cooperation.

Background: Cooperative integration is a project that is
about just what it seems to be about - inclusion. Perhaps
these questions have never been more relevant than now,
in 2012, with a society that is more globalized than ever,
thanks to the Internet and other media. Meanwhile, the
Swedish people have for the first time permitted a natio-
nalistic party, the Sweden Democrats, into our parliament.
This demonstrates segregation rather than globalization.

In recent years, Torpsbruk has started to obtain a bad
reputation. According to several of the most committed
residents of the community, this is because of the asylum
accommodation and the conflicts that have arisen in con-
nection with this. None of the asylum seekers seemed to
have perceived this. In conversation with them they do not
agree, and instead view inactivity as the biggest problem.

The Project: Cooperation for Integration is a service de-
sign concept originating in the problems of integration in
modern Sweden. More and more communities suffer from
poor integration, mostly among immigrant Swedes and
seniors. Cooperative integration is a concept for a plat-
form between ABF, Tillvéxtverket (the Swedish Agency for
Economic and Regional Growth) and others, which aims at
encouraging the emergence of cooperative movements in
society.

Gustafsson also spotted integration as the main issue. Her
aim was to get the immigrants included in society, as soon
as possible, and at the same time bring some services

to this small community that would make life easier for
residents as well for asylum seekers. Gustafsson worked
with the system for cooperation and through her interest in
graphic design she made an illustration of the system and
the information material for the participants.

Conclusions

It is hard work making projects with external collaborators.
A great deal of coordination is involved, and it takes plenty
of time and meetings to get everybody to understand what
we as educators want to achieve. The partners also have

different agendas, wishes and views.Most of the time |
have to inform them that our agenda is a school project
and also that one of the criteria of the course is that the
students are supposed to find an important question and
make a project out of that. The collaborators often think
that they know what the problems are, but they get im-
pressed or astonished when the students present a totally
different kind of view.

The opening of the exhibition to which we invite all the
participants and residents to participate is a crucial

event: students get feedback from people living there and
working there. As teachers we can always give feedback
and tutorials from the design perspective but not on the
basis of whether the project “makes sense”, i.e., whether
it is relevant or not from the point of view of the target
groups. They are all present participating collaborators,
business perpetrators and residents. It is also a very good
opportunity to make the community aware of what design
can do. Our collaborators very often express the view that
they used to think that design was something fuzzy. That
our students are supposed to have acquired the ability

of writing and verbalizing to understand the sustainability
concept from a humanistic and societal perspective is in
most cases a complete novelty to “the public”. This makes
it possible for the students to explain their project in a
serious way and verbalize their ambitions. This collabora-
tion educates our participants to see the new role and new
way of working with design: that of design as a facilitator
in society. Hopefully they will employ a designer to make
the change. And hopefully enough: they have provoked
the participants to consider some changes for the better in
the system.

Design is a tool for societal development!
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Abstract

Background: Products today have relatively short life
cycles. While technologies and markets are changing
rapidly, good brands are sustainable and are relatively
stable in the mind of customers. However, conventional
monetary concern could no longer dominate; it gradually
merges into branding of social and environmental sus-
tainability — to buy less, produce-and-consume locally.
Aims: To study the relationship and effects of branding
and the Creative Communities for Sustainable Lifestyle in
Hong Kong. Significance: It investigates the potentialities
of collaborative everyday life creativity in generating and
diffusing new and sustainable ways of living in the urban
HK environment where East meets West and traditions
meet modernity. It explores the transferrable methods for
future applications. Focus: Four case studies are inves-
tigated from the perspective of sustainable branding: (1)
MAPOPQO — Community support agriculture, anti-property
development — organic farming, immersed commitment;
(2) HK Honey — Rebranding of heritage, social design
activist — cohabitation; (3) SO...SOAP - Local production
of natural/handmade soap — collaboration of individuals,
branding company and trade union; (4) HNDSME CO-
OP - Reorganisation of skilful labours, local employment,
committed skills to produce better offerings. Conclusion:
Branding is no longer only a strategy to promote eco-
nomic sustainability, but also a way to glue social and
environmental resources to awaken people in re-thinking
consume less and slower and think of themselves as an
element of the global integral part — a user and producer
at the same time. Branding helps products, services and
experiences sustaining in the mind of people, and sus-
tainable branding helps balancing the sustainability of
social, environmental and economical dimensions, as well
as enhancing commitment of users.

KEYWORDS: Sustainable Branding; Social Innovation;
Sustain in Mind, Society, Environment & Economy; Strate-
gy and Action of Commitment.

Introduction

Products today have relatively short life cycles. While
technologies and markets are changing rapidly, good
brands are sustainable and are relatively stable in the
mind of customers. However, conventional monetary
concern could no longer dominate; it gradually merges
into branding of social and environmental sustainability
—to buy less, produce-and-consume locally. Aims: To
study the relationship and effects of branding and the
Creative Communities for Sustainable Lifestyle in Hong
Kong. Significance: It investigates the potentialities of
collaborative everyday life creativity in generating and
diffusing new and sustainable ways of living in the urban

HK environment where East meets West and traditions
meet modernity. It explores the transferrable methods for
future applications. Branding conventionally is carried out
by branding companies, agents or branding experts to
help promoting action of consumption and capturing the
minds and memories of customers. The term ‘sustainable
branding’ emerges when sustainability in economic, social
and environmental dimensions is a holistic concern in a
balanced sense. Above all, the branding strategies and
actions usually initiated by the one offering the products,
services or experiences. Branding theories could be em-
ployed, automatically inborn or evolved during the crea-
tion process of the social innovation. No matter the initia-
tors, owners, designers or participants consciously know
branding knowledge or not, they are naturally creating
knowledge and practice strategically by inviting action of
commitment from all stakeholders. This reflects that, once
there are values and commitment behind any action, inclu-
ding sustainable initiatives, methods and strategies will be
evolved and applied. Conventional branding knowledge
is enhanced with true-hearted commitment by the users-
and-producers at the same time. Ostensibly, it looks like
nostalgic to have farmers to promote their own produce,
and ask bee keepers to sell their own honey in the village
market. However, they are multi-talented and knowled-
geable people in the modern time such as a product de-
signer is running a bee keeping business using traditional
Chinese bee keeping method, and the university gradua-
tes are running an organic farm with diverse activities to
invite immersion of participants to reflect upon the idea of
‘land’ and ‘development’. This is specifically interesting
when East meets West and traditions meet modernity as
mentioned.

Initiators of these social innovations resemble the ‘Avatar’,
in which modern people go back to the nature and learn
about her in various aspects and understand that she is
immense and have a ‘power’ governing living things. We
are in the inter-junction and conflict of modern and basic
needs of ourselves. Sometimes we are blurred by more
than one role in the society, economy as well as in the en-
vironment. By re-thinking, re-defining and re-assuring the
roles of designers, producers and users, it will be much
more viable in finding the ways for sustainable develop-
ment in a holistic sense.

Sustainable Branding — Strategy and Action of Com-
mitment

Branding helps products, services and experiences sus-
taining in the mind of people, and sustainable branding
helps balancing the sustainability of social, environmental
and economical dimensions, as well as enhancing com-
mitment of users. Though branding is not just giving a
name to a product, the name, resembling a basic identity
of a human being, counts for the uniqueness and help
understanding, distinguishing and remembering imme-
diately an organization or a product without the need of
detailed investigation of the vision, mission or the complex
product features. Most brand experts agree that branding
is a believe system in which core values are decoded,



accepted and internalized. In a broad sense, brand does
not limit to a product or company, but also could extend to
a community, a city or even a country. In the book of the
Balanced Brand, John Foley (2006) observes that brand
involves all stakeholders - the customers, designers,
employers, vendors, shareholders etc. The expectation or
aspiration of building a brand is to seek the support and
commitment of all stakeholders; this may result in eco-
nomical return or community synergy and commitment.
Patrick Hanlon (2006) in the book of the Primal Branding,
gives examples that leaders can create and sustain a
company and mission that people believe in resembling
the codes of religion, which are called the 7 primal co-
des - the Creation Story, the Creed, the Icons, the Rituals,
the Pagans or Non-believers, the Sacred Words and the
Leader. This is similar to the growth of a person with the
balanced functions of every internal organ. He has analy-
zed that the power of a believe system is that it inherently
contains relevance, vision, trust, empathy, leadership,
vibrancy, resonance, and commitment. Brands are ideolo-
gies with their own universe of truths, iconography, history,
heroes, and demons. They also echo with the classical
theory of Maslow putting the metaphysical need of ‘self-
actualization’ on top of the pyramid, and leaving the basic
physical needs on the bottom part. Above all, brand is a
value system of expectation, experience and projection.

It becomes customers’ reflection of judgment and values.
All these values relate to emotion and internal self. The US
chief executive of Saatchi and Saatchi Kelvin Roberts had
once said, “for a brand to be truly successful it needs to
become a ‘love mark’ rather than a ‘trademark’™. No mat-
ter in whichever approach, branding has been examined
and illustrated in such a way that can be understood with
humanity instead of just marketing cliché. In the cases

of social innovation and sustainability, these ideas apply
in a holistic sense with individual commitment and values
on top governing brand strategies and response actions.
Figure 1 illustrates the hierarchy of commitment and value
on top of the ‘theories of offerings’ proposed by Pine and
Gilmore (1999). They asserted that the offering of expe-
rience is the highest in the offerings pyramid. However,
‘commitment’ is also ‘offered’ for participation such as in
churches, armies, fans clubs and social innovation organi-
sations.

Figure 1 — Commitment as the Top Level of Offering

Research Examples
Traditionally, branding is a part of marketing, and it de-
velops to knowledge of communication, persuasion,
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memory, reflection, experience and commitment in return.
It existed in history as some touching stories, friendly
business relationship and voluntary services. Nowadays,
social innovations or enterprises possess a very strong
brand story, value, statement, equities and above all
contagious and self-propagating qualities, which make it a
form of ‘sustainable branding’. This is indeed an automa-
tic phenomenon emerging from the crave of sustainable
economy, community and environment. The research
empirical examples here illustrate the detailed quality of
building relationship with all stakeholders and materials
in the different spheres which include the people, resour-
ces, land, transportation, emission, energy used etc. The
concept as the ONE or the one planet is vital that is only
a motto in the 70’s and is now becoming eminent and
substantial elsewhere in the world. Despite of this tre-
mendous impact, the concept of sustainability, as agreed
by many researchers such as Prof Manzini and Vezzoli of
Milan Polytechnic, could be achieved by very small and
local components. This resembles the structure of the
biological system. Amino acid forms the cells; cells form
the tissues; tissues form the organs; organs form functions
and systems, systems co-ordinate to form the body. The
units are small and simple, which on the one hand sur-
vive locally, and on the other hand supply the needs to
the proximal and distal. This coincides with the prevalent
trends or assertion of sustainability lifestyle.

(1) MAPOPO - Community support agriculture, anti-pro-
perty development — organic farming, immersed com-
mitment; (2) HK Honey — Rebranding of heritage, social
design activist — cohabitation; (3) SO...SOAP - Local
production of natural/handmade soap — collaboration

of individuals, branding company and trade union; (4)
HNDSME CO-OP - Reorganisation of skilful labours, local
employment, committed skills to produce better offerings.
These 4 examples include commaodities, products, servi-
ces, experiences as well as commitment, which are shown
in Figure 1.

Ma Po Po Organic Farm

Figure 2 — Ma Po Po Organic Farm in Ma Si Po, Tai Po,
engaging commitment of participants in various activities
fo understand the deeper meaning of ‘Land’ and ‘Develop-
ment’.

The outstanding point of Ma Po Po could be noticed from
Figure 2. Itis set up in the middle of several housing esta-
tes established by properties developers in Tai Po, Hong
Kong. It is an anti-properties-developers item that uses
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the expensive land for organic farming in a ‘city’ (in fact

it had been the rural area before). The belief and value
behind is to get people think deeper the definition of ‘land’
and ‘development’. This sets up the brand story with a
strong statement. It believes co-existence of rural and
urban areas is not only possible but also sustainable with
mutual benefits. Development of local agriculture is much
needed in Hong Kong as a true alternative to property
development. It has 7 staff members plus more than 20
teams of voluntary workers. Though a small community,

it has a population of 310,900 since it is situated in the
sub-urban area where buildings are very tall and densely
packed together. Itis really a typical case of hybrid of
new and old living patterns. Recently, government and
property agents have planned to use HK$60,000,000,000
trying to buy the piece of land and re-develop it for high-
rise building and estates. We may also recognize the
value of this piece of land from the angle of urbanization,
as well as the cost for keeping meaningful and sustainable
lifestyle and values at the same time.

Ma Po Po provides more than 10 kinds of activities in-
cluding growing vegetables, making bread, wildlife tour,
arts creation, children education programme etc. It has
also set up its ‘Organic Quality Assurance (QA) System’
by abandoning the ‘Community QA System’. The former
is based on the trust between farmers and consumers,
while the later is based on a third party that farmers and
consumers do not know each other and can only rely

on a mechanical system. Apart from trust among peo-
ple, it also emphases on the communication between

the land, environment and the people, so they will plant
vegetables based on seasons and soil properties, not
profits alone. Apart from farming, there are also bread
classes, wildlife tour for fireflies, frogs. It also sells orga-
nic food and commodities which are produced nearby,
e.g. the handmade soap in Figure 4. Community arts
participation is also organised related to these activities.
The multi-facet activities could foster and invite people’s
commitment in thinking about the definition of ‘Land’ and
‘Development’ in a deeper sense. Through fund raising in
installments method, volunteer work and recommending
friends, immersion and a social group is formed, which of
course includes the residence of the nearby who live in

a busy life but would like to enjoy a greener life and have
‘holiday education’ to their children. There is a 6-month
campaign consists of a number of projects, including a
planning issues booklet, a Ma Shi Po agriculture report, a
squatter culture exhibition, a map of villagers’ life stories,
an ecology map, an oral history project, a social impact
assessment, and village environment improvements.
Whenever it has a chance, it will tell the government what
kind of life Hong Kong people want and what the future of
Hong Kong they would like to see! The branding strate-
gy is clear, started with a statement, value, and engages
stakeholders by all related kinds of organic commodities,
products, services, experiences, commitment finally.
Nevertheless, they are very light-hearted and executed in
soft activities naturally.

Hong Kong Honey

Figure 3 — Hong Kong Honey, adopting traditional Chinese
method of Bee Keeping without using veil and smoke for
collector and honey collecting respectively.

Mr. Michael Leung is the founder and creative director of
HK Honey. He also runs a multi-disciplinary design studio
in Hong Kong called Studio Leung. Michael has worked
with international companies such as LEXON, American
Apparel, Corian, the Motorola Design Studio, Louis Vuitton,
MUJI & Droog Design. The most outstanding point of this
Hong Kong Honey is Michael has been the apprentice of 2
Chinese Bee master beekeepers, and learned the tradi-
tional Chinese method of Bee Keeping without using veil
and smoke for collector and honey collecting respectively.
This really resembles the ‘Avatar’ movie, in which modern
scientist go into the world of rural nature and learn the
tactics of living and merge with the scientific knowledge

to solve complex problems. Michael together with a team
keep the bees on rooftop of a high-rise building in a busi-
ness centre area and sell honey to the nearby restaurants
and brand it as the locally produced honey. However, this
produces no nuisance to the nearby residence because
honey bees will fly more than 20 miles to collect their nec-
tar back to the beehive. In collecting the honey, Michael
will leave half of the collection for the bees as ‘mutual
benefit’. He believes urban beekeeping is practicable and
could be explored further in other part of Hong Kong. Of
course natural and fresh food to be produced and con-
sumed locally is also the aspiration and this dream really
comes true. He has also been interviewed and reported
recently by the South China Morning Post on this initiative.
Sustainable branding with its voice, products, story, social
benefits and economic return is again answered with com-
mitment and immersion of an urban beekeeper who owns
a team of different knowledge and capability. Itis also a
successful example of rebranding of heritage, and social
design activist in cohabitation.

The area he is keeping the bees is Wanchai which is of

a population of 167,200. The people living there are the
group with highest range of income in Hong Kong. Since
there are mainly commercial buildings, many people there
are workers who just resemble the pilgrims that work, eat
and shop there. Michael has 19 team members including
6 interns who love to learn beekeeping and related arts



and design activities. The other 13 persons are artists,
designers, beekeepers and accountant, who work on
candle design and making, art creating and connecting
the local restaurants and supply for the fresh honey. By
extending the beekeeping techniques to other district
and remember the bees could fly more than 20 miles for
getting the nectar back to the beehives, this ‘small’ bu-
siness could really spread out the to other parts of Hong
Kong, making urban beekeeping a viable and sustainable
lifestyle.

So...Soap

Figure 4a — So...SOAP, [E[E L&, in Chinese means

simply soap and soap that could be found in many districts.

Commodities are produced and consumed locally.

SO..SOAP is a local production of natural/handmade
soap, which is collaboration of individuals, branding com-
pany and trade union. It all started with a mother aimed to
create healthy homes and one organic soap at a time. A
Hong Kong mother is hoping to make the world a better
place by selling soap — using her all-natural, locally hand-
made products to help achieve sustainable ways of living
and raise awareness of the need for a healthy community
lifestyle. She came up with the idea of making soap in
2007, when she needed an income to support her family.
But she wanted a job on her own terms and one that was
“organic” — something, according to her definition, that
does not harm the environment, does not aggravate social
problems and supports a sustainable community eco-
nomy.

The brand’s name in Chinese is a double meaning, which
means both “simply soap” and “each district soap”, natu-
ral soap in a community-based, social-oriented enterprise.
Her soap is made in batches at a community centre in

Tai Po, where mothers work according to their household
schedules. The soap is then sold within the district.

The soap is branded with austere graphics and up-cycled
polypropylene plastic bottles. Discounts are given to
customers who return for refills. The whole set of product
that made the soap is even more interesting, which could
be set up easily and is mobile to be used in different
districts of Hong Kong (see Figure 4). Instead of selling
the products or commodities, the production tools are sold
and method and class of production is included. Above
all, local employment is created simultaneously for hou-
sewives who have time and ability to do so. Sustainable
branding here involves a branding agent, local partici-
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pants who produce and use the products. Nevertheless,
design elements are not compromised - product graphics,
aesthetics and functions of the production tool production
are well considered and designed. After all, it is again
team work that makes it successful, and the cross-cultural
name also adds to its popularity. At present, there are 21
branches spreading through 9 districts/communities of
Hong Kong encompassing rural areas, new developed
housing estate and commercial districts. In the commer-
cial districts, these soap products are previously accepted
to be displayed and sold in the high-class Lane Crawford
Department Store, which marks the role and importan-

ce of this sustainable signature product produced by
small social enterprises. It is interesting to note that, the

4 founders of this social enterprise are all women and

the population covered by these 9 districts/communities

is over 3,355,000, which is almost half the population of
Hong Kong. Nevertheless, long distance transportation
for delivery is unnecessary as they are all produced locally
and fresh!

Figure 4b — The 21 branches of So...SOAP, situated in
9 districts of Hong Kong encompassing rural areas, new
developed housing estate and commercial districts.

HNDSME CO-OP

Figure 5 - HNDSME CO-OP — Reorganisation of skilful
labours, local employment, and committed skills to produce
better offerings.

HNDSME CO-OP means Handmade Small Medium Enter-
prise Co-operation. Since modern and traditional crafts
relevant were dying out due to large scale industrialisa-
tion; and most factories in Hong Kong had been moved to
the Mainland China in the 90’s; a lot of skillful craftspeople
no longer had a proper job related to their professional
skills. The HNDSME CO-OP tried to address and recogni-
sed the skilful labours as craftspeople, valuing high quality
small production over low quality mass production. These
craftspeople include seamstresses to shoemakers, and
from watch makers to carpenters. It is believed that the
skills are irreplaceable part of our glocal culture.
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Traditional crafts relevant in this modern industrialised age
are treasured, and sustainability in the social, economic
aspects are addressed pertinently. With careful choices of
materials and production methods, environmental issues
are also tackled. Local craftspeople and SME are brought
together to make beautiful designs which are HNDSME
(handsome). Another brand promise is ‘BE INSPIRED BY
OUR NEIGHBORHOQD, find true beauty in our commu-
nity and create surprises and joys for our everyday life!’
Through the design of the products and community-based
production line, beauty and creativity for the sustainable
neighbourhood is re-defined. Ordinary/daily seen but
forgotten objects/materials are transformed into unique
designs and products.

In such sense, ‘made-in-Hong-Kong’ products could be
used locally in Hong Kong or neighbourhood cities such
as Shenzhen. The HNDSME CO-OP is a label for quality,
worth for money, socially, economically and environmen-
tally viable. With the value added by design and crafts-
people, it could be a new mode of business in the future
when Hong Kong is still a cosmopolitan city where East
meets West, and traditions meet modernity. The number
of staff members is the smallest, only 3 persons, among
these 4 examples, but the strategy of this social innovation
enables the products to cover the largest population of
over 7,000,000 by connecting more than 5 Small to Me-
dium size Enterprises (SME) as well as individual desig-
ners and craftsmen in the design and production process.

Conclusion

Branding is no longer only a strategy to promote eco-
nomic sustainability, but also a way to glue social and
environmental resources to awaken people in re-thinking
consume less and slower and think of themselves as an
element of the global integral part —a user and producer
at the same time. Branding helps products, services and
experiences sustaining in the mind of people, and sus-
tainable branding helps balancing the sustainability of
social, environmental and economical dimensions, as well
as enhancing commitment of users. Traditionally, branding
is a part of marketing, and it develops to knowledge of
communication, persuasion, memory, reflection, experien-
ce and commitment in return. Nowadays, social innova-
tions or enterprises possess a very strong brand story,
value, statement, attributes and above all contagious and
self-propagating qualities. With co-creation, transforma-
tion, strategic and holistic planning, sustainable branding
may help the development of a balanced sustainability

in the social, economic and environmental aspects in a
prolonged life cycle. Though the number of workers in
each organization is very small ranging from 3 to 19, the
population covered by the selling is enormous ranging
from 167,200 to more than 7,000,000. Apart from the main
workers, volunteers, interns, participants - producers and
users, SME are involved and committed in this arising
business and affecting the whole Hong Kong resembling
self-perpetuating cells division, which work in a lively and
dynamic manner. All in all, it adds to a better living and
happy life to the inhabitants and visitors of the areas.

i
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Abstract

The fashion design industry is one of today’s most unsus-
tainable global businesses contributing to the depletion

of fossil energy, deforestation driven by land and water
use, severe pollution caused by chemical dyeing, and the
non-ethical treatment of factory workers, among others.
These negative impacts result in what may be viewed as a
problematique: a meta-system of problems, pertaining to
the economy, the environment, and society. In this paper

| propose to address education in fashion design as one
of the aspects that supports the current paradigm and
therefore is part of the problematique. | will present a sam-
ple of contemporary trends in sustainable fashion design
education that could lead to a future necessary paradigm
shift. In addition, based on my research, | will present as
an example of a sustainable fashion design syllabus crea-
ted as a university course addressing issues and ideas
presented in the paper. As a conclusion, | propose that
fashion designers must learn to toil with holistic processes
incorporating environmental responsible design, which
does not negatively affect the environment, people and
society.

Education in sustainable fashion design must be conso-
lidated as a curriculum, and not only as a trendy course.

| suggest that Latin American universities could be at the
forefront of this paradigm shift as it has the resources both
human and natural to contribute to the radical and collec-
tive changes that must be done to help solve some of the
world’s direst problems. Fashion designers educated
through a creative sustainability curriculum will see them-
selves as agents of change that can be part of the solution
and stop being part of the problem.

KEYWORDS: sustainable fashion, sustainable fashion edu-
cation, paradigm

Introduction

Today’s world requires fashion designers to integrate a
holistic approach towards work and life. It is in this un-
derstanding that | find it important to provide a personal
perspective as a background of this paper and the nature
of my inquiry. The core questions and issues addressed
in my research come from more than a decade of expe-
rience in all stages of the fashion industry and a journey
of living that has taken me from Bogota, to New York, Los
Angeles and Helsinki.

The fashion industry produces a complex web of pro-
blems, local in nature but global in scope, including
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ethical working conditions in overseas production, waste-
ful use of materials to make numerous samples that would
never be used. Designers, best address these problems
and many others, when they are invested in the learning
process. Though many holistically conscious designers
are self-taught, | propose that forming future-oriented de-
signers that have as their priority a concern with the envi-
ronment; the society and the economy would be achieved
through sharing and understanding concepts during their
university education. Therefore, this paper discusses the
areas that fashion designers need to be aware of and edu-
cated for in the twenty-first century. | have explored trends
in sustainable fashion education in diverse locations in
Europe and the US, where the most prominent educational
trends in sustainable education are surging. This explora-
tion and overview will inspire further ideas for collaboration
between sustainable fashion designers, business leaders
and educators and bring back the excitement and creati-
vity to the field.

Problem: Unsustainability of fashion design

The situation we are now living has been referred to as a
post-industrial environment (Vonderembse et al., 1997),

or a consumer throw away society (Niinimaki, 2011), or a
self-centred paradigm (Oshry, 2012) where the fashion
industry and consumers have gone into a cycle of exploi-
tation of each other, the planet, and the millions working

in unethical conditions (Siegle, 2011). This paradigm is
characterized by global competition, rapid market chan-
ge, and shorter product life-cycles (Vonderembse et al.,
1997). Approximately eighty billion pieces of clothing are
produced globally in one year (Siegle, 2011). 40 million
workers are employed in the fashion industry (Hurley and
Miller, 2008). Consumers around the globe spent $1 trillion
on clothes (Allwood et al., 2006). The use of energy and
toxic chemicals in textile and clothing production contribu-
tes to climate change.

Throughout the supply chain different actors are involved
in the production of clothing and textiles. Many concerns
involve the quality of the jobs and their social consequen-
ces: child labour, “low skilled” or “unskilled” young wo-
men who suffer from unethical working conditions, pay of
‘minimum living wage’, precarious working conditions, and
sexual harassment (Allwood et al., 2006).

The enormous problems posed within the fashion indus-
try are closely linked to one another as found in design,
education, business and social practices, which may lead
to a new paradigm. . Fletcher (2008) argues that fashion
and sustainability is best understood on the local level
that, originates from local resourceful techniques and skills
developed for incremental change in fashion and textiles.

These problems and the interconnectedness have been
addressed linearly and separately, but sustainability sees
to apply a more systematic thinking to this complexity
(Fletcher and Grose, 2012). This systemic thinking has
been defined by the Nordic Fashion Association (NICE) as
a code of conduct for industry related to human rights, la-



36

bour, occupational health and safety, environment, ethical
conduct, and monitoring and evaluation (NICE, 2012).

Following An Industrial Fashion Education

The system at this moment in higher education schools
and universities is one that follows an industrial paradigm
that has developed over half a century. (Ing, 2010). With
the trend of globalized mass fashion industry fashion de-
sign students are faced with a world affected by an uns-
table economy, ecological devastation, faster production
processes, unethical working conditions and a throw away
society (Niiniméki, 2011). Conversely the current paradigm
is reaching the end, an understanding of the world and
new patterns of thought and have belief emerged, trans-
forming experience, thought processes and action (Rea-
son and Bradbury, 2001). The industrial revolution gave
material welfare and control over people’s lives (ibid.) Con-
sequently this progress caused ecological devastation,
human, social and economic fragmentation (ibid.).

Hence, an environmental aspect is the impact on finite
resources by minimizing water use and efficiently reducing
the carbon footprint of a garment is where sustainable
designers have tried to optimize the fashion industry. On
a societal level as per Fletcher (2010) addressing labor
abuses, excessive working hours, forced overtime and
poverty wages are social aspects need to be addressed
in order for sustainability to happen. Moreover increase
business demands as supply ‘value’ clothes and reduce
lead times are increasing the level of impact of the in-
dustry (ibid.). This in turn affects the system, as factory
workers are obliged to raise productivity in order to meet
the demands imposed by lower lead times.

Fletcher and Grose (2012) agree with Banerjee (2008) de-
sign is at a curving point caused by the environmental, hu-
man and socio-economic damage the world is at. Bateson
(1972) and Reason (2001) both argue as a crucial task in
this paradigm is to learn to think in new ways. Moreover,
an emerging characteristic in a new paradigm would be a
participatory worldview according to Reason (2001).

Non-Linear Fashion Education.

This paper establishes fashion design students are to be
encouraged to follow a nonlinear curriculum where sus-
tainability in the environment, business, social and ethical
areas are studied in theory and in practice. A fashion
designer can influence positively the mainstream business
model (Fletcher and Grose, 2012), therefore as an agent
of change, requires the knowledge to do so. Consequently
innovative design skills must be taught where designers
may act as sustainable mediators that might combine the
economic and environmental interests (Vezzoli and Manzi-
ni, 2008).

“...Introducing system innovations within design for sus-
tainability requires new skKills. First, it means that we have
to learn to design integrated products and services. It is
not so much the technical details of the products as the
relationships between different stakeholders that have to

be designed” (Vezzoli and Manzini, 2008).

It is crucial to gain more knowledge and educate fashion
designers on: eco-materials, eco-efficiency in production,
and ethical manufacturing, consumer’s relationships with
products in the context of sustainable development (Niini-
maki, 2011).

On first instance, sustainable design aims at creating
value by meeting the triple bottom line: economical,
environmental and social-ethical benefits (Charter and
Tischner, 2001). Sustainability defined as “...development
that meets the needs of the present without compromising
the ability of future generations to meet their own needs”
(Brundtland, 1987).

When added to design, Mazini and Vezzoli (2008) agree
that environmental requirements are considered form the
first stage of the design process, as well as cost, perfor-
mance, legal, cultural and aesthetic requirements. There-
fore the designer works with preventive terms rather than
end of pipe solutions (ibid.). Niiniméaki and Hassi (2011)
points out in the past the fashion industry has focused on
technical and cost related aspects such as low price of a
garment and increase efficiency in production.

Fashion education has not only adopted corporate social
responsibility (CSR) courses but has delved into ope-

ning strategic classes which allow the student to explore
through the use of recycling and up cycling materials
developing collections from unusual things. Niinimaki
(Niinimaki, 2011) outlines “...consumption, person-product
relationships and values within sustainable design.” Today
there is a growing trend of the consumer acquiring an ac-
tive role, where the role becomes a co-creator in sustaina-
ble transformation processes (Niinimaki, 2011). Within this
in mind corporations are working closely in some cases
with schools where the participation process is complete
addressing the designa as well as the final consumer.

Although there is increase awareness to sustainable
issues, an overall gap is felt in the educational curriculum.
Fashion students are to connect on a wider scope of the
design profession to understand the triple bottom line
(Charter and Tischner, 2001). As professor Vibeke Riis-
berg outlines (2010) “...we need to address the problems
of how to create a more sustainable future. Design is key
to this process, because its inherent nature is to create
visions for the future.” Thus, as educators ideology and
presenting idealistic ideas to students is abstained from,
teaching design responsibility is to create awareness of
how designers may be part of building value and meaning
in people’s lives through product and services (ibid. cited
from Margolin, 2002; Riisberg, 2006).

Developments have taken place in masters programs
caused by growing awareness and interest. The trend

in the United States, the UK, Finland, and Germany is to
incorporate courses in the curriculum for graduate studies.
Even though experts agree on the need to change the



trend, a new paradigm is yet far to be seen within fashion
education.

Whereas in the United Sates Bachelors in Arts degree is a
four-year degree program or students in fashion may also
study an Associate in Applied Sciences two-year degree.
Moreover the master’s degree is regarded as an all-pur-
pose degree and was originally a model from Great Britain
(Herubel, 2005). Conversely the primary degrees given in
the US have commonly been bachelors and the doctoral
degrees (ibid.). Therefore, American design universities
grant a fashion degree at the undergraduate level, where
the master’s degree in fashion is an unusual option.

Within the world of sustainable fashion and academics,
Kate Fletcher founder of the Slow Fashion movement,
author of Sustainable fashion and textiles: design jour-
neys. The authors suggest that education works best
when it not confined to a classroom. Most importantly, they
continue, building knowledge is best achieved through
experience, bringing real world knowledge and academia
to the community, where they can become catalysts for
discussion. Fletcher supports collaboration with others
can change fashion from its root.

Sustainable fashion is a necessary component of the
fashion curriculum, Fletcher points out that the most
effective efforts in education are being made today at “...
London College of Fashion and Parsons The New School
of Design in New York City.” When asked if young fas-
hion design graduates are lacking a proper sustainable
education, Fletcher agrees, “absolutely.” Are graduates
seeing sustainable fashion as a trend? In addition, do they
understand the complexities of a change of paradigm?
Fletcher adamantly responds, “I don’t imagine they even
see it as a trend. They see it as a “serious” and optional
set of choices to make within the structures of their current
practice, largely around materials and production. They
fail to see it as a different way of thinking” (Fletcher, 2012,
19:03).

For young fashion designers, it seems the only way to
adapt to the market is to design for a traditional fashion
house or company. To start a collection is not only very
difficult; it may, at the same time, add more products to

an already overstocked industry. On this note, Fletcher
laments, “The many challenges associated with working in
a big company philosophically, you don’t agree with ... just
like there are for designing a small collection.” Designers
seeing their skills differently can constitute a catch-22 for
those who want to change things. Fletcher continues by
saying to look for opportunities to design by facilitating
change or to design by educating people, rather than
using design skills to create more products. (Fletcher,
2012, 19:03).

Fletcher reinforces the use of design in closed-loop
systems, such as Cradle to Cradle, instead of Cradle to
Grave, but she says, “It doesn’t acknowledge we need to
make sacrifices. We need to steer cradle to cradle pro-
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jects, direct them with tough moral questions.”

In Europe, Central Saint Martins - University of the Arts
London- offers short-based courses, such as Sustainable
Fashion, given by designer Nin Castle, who works with up-
cycling materials. London College of Fashion offers mas-
ters in fashion and the environment. The master’s looks

at major impacts of the industry and how to tackle them
within a sustainability frame. The concept evolves towards
generating design professionals who will be able to work
within the field and design future concepts by interpreting
the major influences in the fashion industry. The school

is linked with the Centre for Sustainable Fashion, working
with theory and practice. Researchers and master’s stu-
dents collaborate in reinterpreting fashion design.

The first international one-year Master’'s Program in Sustai-
nable Fashion commenced at Esmod Berlin in Fall 2011.
The course structured to investigate social, ecological,
ethical, and economically sustainable fashion practices.
The Master’s Program focuses on: sustainable knowledge,
sustainable design strategies, sustainable production and
textiles, and sustainable marketing (ibid.).

While at Aalto University School of Arts, Design and
Architecture, the commitment to a sustainable fashion
education is one yet to be seen included in the curriculum,
students at the master’s level can acquire studies within
the Masters Creative Sustainability program as minor stu-
dies. Although the European Union is tightening legislation
in producer responsibility and waste issues, students
need professors and teachers who have the most updated
and newest information in the area, is desperately needed.
Created in 2010 for students who have a true interest in
sustainability coming from design fields such as indus-
trial, product, interior, graphic as well as architecture. The
program suggests the importance of connecting creativity
with sustainability tools such as: responsible business ac-
tivities, strategic corporate responsibility, and sustainable
production practices.

In the United States however, some schools like the Fas-
hion Institute of Technology, in New York City, offer in the
continuing education program Sustainable Design Entre-
preneur. The program is only offered as an added com-
petency and not included in the core studies of fashion
design. California College of Arts (CCA), started in 1999
course in sustainable design, devised by Lynda Grose,
the fashion designer behind Esprit’s e-collection (Furst,
2012). Now, CCA offers its Sustainable Seminar as a re-
quirement in the four-year fashion design program, as well
as having a New Materials Resource Center, which offers
a wide range of sustainable and interdisciplinary library of
new materials.

Parsons the New School for Design, offers a zero-waste
garment course. Although sustainability fashion courses
are not offered within the core four-year bachelors pro-
gram, nor in the masters, the school has a platform for
sustainability issues, its Rethinking Fashion Series.
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Clearly, it’s crucial to include a sustainable fashion edu-
cation within the status quo: a shift in paradigm, a shift

of mind related to how fashion designers in the present
relate and understand the environment. To do better is to
be better and exceptionally educated in all fashion fronts,
from the environment, to manufacturing, to processing
and finishing, to the materials, and most importantly to the
people who are actively working for collections to become
a catwalk reality.

Universities face an interesting moment of how to address
the necessities of future fashion designers. Environmen-
tal, social, and business issues, from the beginning of

a designer’s education, are where it can start. Universi-
ties could take into consideration the impacts of fashion
designers as a whole and generate creative solutions in
the classroom. Through partnerships with business and
society, resourceful solutions can be fostered for the crisis
at hand (Hansena and Lehmannb, 2006). Graduates, who
can participate in these new educational initiatives, will

fill key positions in fashion industry jobs and can be new
leaders in the change of paradigm.

Sustainable Fashion Syllabus

The fashion syllabus is presented as an attachment with
the suggested course named: Fundamentals of Sustaina-
ble Fashion.

Conclusion

Students of design, given the opportunity to compre-
hend the full process of creating, marketing, discarding
clothing, and consumerism, will be in a stronger position
to build best practices into the departments and compa-
nies they will work for in the future. “Designers and design
educators should respond to the call for sustainable de-
velopment in terms of what design can do” (2010). From
looking at the educational trends outlined, future educatio-
nal initiatives should explore and examine different ideas
from members in design, manufacturing, and non-profit
organizations (Lee and Regni, 2009). Fashion designers,
as well as academics, agree in creating a full curriculum
within sustainable fashion. The lack of current support by
educational institutions is bound to adjust. The trend is
slowly shifting into a new paradigm, however it must occur
quickly and become radically integrated into the regular
fashion design curriculum.

Working within the realm of sustainability and creating a
platform for fashion designers to come up with their own
real solutions can be a manner to engage learners. First,
the fashion program should include a compulsory course
in ‘Sustainable Fashion.” In this course, students will recei-
ve all the real background and up to date information on
why sustainability is such an urgent concern.

Mcmillin and Dyball (2009) argued sustainable education
is best taught by not seeing it as a “grand abstraction”

or an isolated problem to be solved, it's best that it be
tangible and real. The importance lies in reflexive lear-
ning, where students understand that what they do in their

everyday lives will affect the environment, according to
Carpenter and Dyball (ibid.). Increasing awareness of en-
vironmental impacts can create responsible environmental
behavior (Wals, 2007).

Wals (2011) recommends a range of new forms of lear-
ning within emerging practices such as: trans-disciplinary
learning, transformative learning, anticipatory learning,
collaborative learning, and social learning. On the other
hand, these models may be oversimplifying the real situa-
tion, since people’s environmental behaviours are quite
complex and must be played into the curriculum (Wals,
2007). Focused on “real” issues for engaging students,
learning is viewed as trans-disciplinary, where interaction
with others and with the environment is common, seve-
ral perspectives are considered, and learning goals can
change or shift as learning progresses (Wals, 2011). A
crucial aspect of sustainable education is the ability to
cope with uncertainty, which represents a challenge for
higher education (ibid.).

The foundation course will pave the road for the more
intrinsic and hands-on courses to follow. It has been
suggested, “...design shapes our lives, and designers
must consider the impact of this process — the desired

as well as the undesired” (Leerberg et al., 2010). Accor-
ding to Leerberg (2010) design education should prepare
students for the realities of the design profession, in turn
understanding what happens outside of the classroom.
One of the most important aspects is to create awareness
of the effects of design, and the ability of the designer “...
to influence the design process from an idea to an end
product” (Leerberg et al., 2010).

Sustainable fashion is viewed as an added competency,
rather than as a core element within the different fashion
education programs. Value systems and traditional design
skills must be revaluated.

“For a designer to continually learn about materials is not
extracurricular, it's absolutely essential” (hipstomp, 2010).
As noted by iPhone designer Jonathan Ive, it is necessary
to continue working on the development of sustainable
materials, in hopes of further educating and inspiring
other designers who can contribute with their knowledge
to ongoing research. By working with a multidisciplinary
approach, product, textile, and fashion designers can
benefit from practical learning and research, developing
innovation within design.

References

Sustainability in Design: Now! In: CESCHIN, F., VEZZOLI, C. &
ZHANG, J., eds. LeNS, 2010 Bangalore, India. Greenleaf Publis-
hing Limited, 1706.

ALLWOOD, J. M., LAURSEN, S. E., MALVIDO DE RODRIGUEZ,

C. & BOCKEN, N. M. P. 2006. Well dressed? The present and fu-
ture sustainability of clothing and textiles in the United Kingdom.
Cambridge: University of Cambridge, Institute for Manufacturing.

ARTS, C. C. O. T. 2012. EDUCATING THINKING DESIGNERS



i

FOR FASHION'S FUTURE [Online]. San Francisco. Available:
http://www.cca.edu/academics/fashion-design 2012].

BANERJEE, B. Designer as Agent of Change: A Vision for
Catalyzing Rapid Change. In: CARLA CIPOLLA, P P. P, ed.
Changing the Change: Design, Visions, Proposals and Tools,
July 10-12 2008 Turin, Italy. ALLEMANDI CONFERENCE PRESS,
1806.

BATESON, G. 1972. Steps to an Ecology of Mind, University of
Chicago Press.

BAUSCH, K. 1970. THE PREDICAMENT OF MANKIND. Quest for
Structured Responses to Growing World-wide Complexities and
Uncertainties. Rome, ltaly.

BERLIN, E. 2012. MA "Sustainability in Fashion” [Online]. Berlin.
Available: http.//www.esmod.de/en/berlin/study-courses/ma-
sustainability-fashion/ 2012].

BRUNDTLAND, G. H. 1987. Report of the World Commission
on Environment and Development: Our Common Future. Oslo:
World Commission on Environment and Development.

CHARTER, M. & TISCHNER, U. 2001. Sustainable solutions:
developing products and services for the future, Greenleat.

FASHION, L. C. O. 2012. MA Fashion & the Environment [On-
line]. London. Available: http://www.sustainable-fashion.com/
challenging-what-we-learn/fashion-the-environment/ 2012].

FIT. 2012. Sustainable Design Entrepreneurs [Online]. New York
City: State University of New York. Available: http.//www.fitnyc.
edu/10928.asp 2012].

FLETCHER, K. 2008. Sustainable fashion and textiles : design
journeys. xiv, 36 p.

FLETCHER, K. & GROSE, L. 2012. Fashion and Sustainability:
Design for Change, Lodon, Laurence King Publishers

FURST, M. 2012. Q&A with Lynda Grose: Pioneer in Sustainable
Design [Online]. Brooklyn. Available: http.//www.source4style.
com/trends/the-academy/qa-with-lynda-grose-pioneer-in-sustai-
nable-design/ [Accessed 2.22 2012].

GURU, E. 2012. Rethinking Fashion — Design Responsibility
[Online]. New York City. Available: http://fashion.parsons.
edu/2012/02/14/rethinking-fashion-design-responsibility/.

HANSENA, J. A. & LEHMANNB, M. 2006. Agents of change:
universities as development hubs. Journal of Cleaner Production,
14, 820-829.

HERUBEL, J.-P. V. M. 2005. Contextual Culture of the
Master'sDegree and the Decline of the M.L.S. Thesis: An Explo-
ratory Review Essay. Libraries & Culture, 40, 63-84.

HIPSTOMP 2010. Core 77 speaks with Jonathan Ive on the de-
sign of the iPhone 4: Material Matters. core77 design magazine
& resource.

HURLEY, J. & MILLER, D. 2008. The Changing Face of the Glo-
bal Garment Industry. Threads of Labour. Blackwell Publishing
Ltd.

ING, D. 2010. Service Systems in Changing Paradigms: An

39

Inquiry through the Systems Sciences. In: HALUK DEMIRKAN, J.
C. S., VIKAS KRISHNA, (ed.) The Science of Service Systems.

LABORATORY FOR DESIGN, I. A. S. 2010. Sustainable Fashion
- Issues to be addressed. In: DESIGN, K. S. O. (ed.). Kolding:
Laboratory for Design, Innovation and Sustainability.

LEE, L. T. & REGNI, R. 2009. Teaching Eco-Fashion: Is Sustaina-
ble Fashion a New Paradigm? http.//www.design-journal.com, 3,
247-257.

LEERBERG, M., RIISBERG, V. & BOUTRURP, J. 2010. Design
responsibility and sustainable design as reflective practice: an
educational challenge. Sustainable Development, 18, 306-317.

MARTINS, C. S. 2012. Sustainable Fashion Courses [Online].
Lomdom. Available: http.//www.csm.arts.ac.uk/shortcourses/fas-
hionandftextiles/summerschool/fashiondesign/sustainablefashion/
2012].

MCMILLIN, J. & DYBALL, R. 2009. Developing a Whole-of-Uni-
versity Approach to Educating for Sustainability: Linking Curricu-
lum, Research and Sustainable Campus Operations. Journal of
Education for Sustainable Development, 3, 55-64.

MEADOWS, D. H., RANDERS, J. & MEADOWS, D. L. 2005.
Limits to Growth: The 30-Year Update, Earthscan.

MEADOWS, D. H. & WRIGHT, D. 2009. Thinking in systems : a
primer, London, Earthscan.

NICE 2012. Nice Code of Conudct and Manual for the Fashion
and Textile Industry. In: EDER-HANSEN, J. & DRIF, S. (eds.).
Copenhagen: Nordic Fashion Association.

NIINIMAKI, K. 2011. From Disposable to Sustainable. The Com-
plex Interplay between Design and Consumption of Textiles and
Clothing. Doctoral Degree Dissertation, Aalto University School

of Art, Design and Architecture.

NIINIMAKI, K. March 11 2012. RE: Sustainable research: Fashion
and Textile questions. Type to OBREGON, C.

NIINIMAKI, K. & HASSI, L. 2011. Emerging design strategies in
sustainable production and consumption of textiles and clothing.
Journal of Cleaner Production, 19, 1876-1883.

OSHRY, B. 2012. We Are Living Blindly in an Outmoded Para-
digm. The Seeing Systems Blog [Online]. Available from: http.//
seeingsystems.blogs.com/my_weblog/2011/09/we-are-living-
blindly-in-an-outmoded-paradigm.html [Accessed April 20 2012].
2005. Directed by PELED, M. X. USA.

REASON, P. & BRADBURY, H. 2001. Handbook of Action Re-
search: Participative Inquiry and Practice, Sage.

SIEGLE, L. 2011. To Die for: Is Fashion Wearing Out the World?,
London, HarperCollins Publishers.

VEZZOLI, C. & MANZINI, E. 2008. Design for environmental
sustainability, Berlin ; London, Springer.

VONDEREMBSE, M., RAGHUNATHAN, T. & RAO, S. 1997. A
post-industrial paradigm: to integrate and automate manufac-
turing. International Journal Of Production Research, 35, 2579-
2599.



o

40

WALS, A. E. J. 2011. Initiative for Transformative Sustainability
Education at Wageningen University, The Netherlands. Journal of
Education for Sustainable Development, 5, 251-255.

WALS, E. B. A. E. J. 2007. Social Learning Towards a Sustainable
World: Principles, Perspectives, and Praxis, Wageningen Acade-
mic Publishers.

WENDE, M. V. D. 2009. European Responses to Global Com-
petitiveness in Higher Education [Online]. eScholarship, Uni-
versity of California. Available: http://www.escholarship.org/uc/
item/718832p2.



Francielli Balem, Patricia Ceccato, Luiz Salomao Ribas
Gomez | francybalem@yahoo.com.br, patriciaceccato@
hotmail.com, salodesigner@gmail.com

Universidade Federal de Santa Catarina, Campus Univer-
sitdario Reitor David Jodo Ferreira Lima, Bairro Trindade,
Florianopolis — SC, Brasil. CEP 88040-970.

Abstract

The objective of this paper is to expose how design
management can positively influence business strategies
and promote sustainable innovations in organizations. The
integration of design in the company is able to generate
innovative solutions in terms of sustainability and increa-
se the value of its product, meeting the new demand of
market characterized by the appreciation of environmental
and social responsibilities. This demand meets the design
premises, which are intended to develop products in its
broadest form, considering from the production, the use,
until the discard. In this sense, the data collected during
the research are organized in two sessions: the first outli-
nes the bibliography data to theoretically justify the rela-
tionship between design management and sustainability in
the fashion industry; while the second exposes the results
obtained by the case study, analyzing the effective actions
of design management implemented in the Brazilian
company Macassa Dreams and Aromas, which produces
articles of nightwear. To illustrate the implications of the
social, innovative and sustainable actions in the com-
pany, a diagram was developed to elucidate the points of
strategic operations of design management in Macassa’s
production chain, such as the placement in an environ-
mentally responsible building, the collection development
with ecological fabrics, the transformation of residues into
new products, the development of a partnership with a
NGO, among others. The results reveal a significant contri-
bution of design management in the creation and adoption
of consistent strategies with regard to sustainability and
innovation in its broadest form.

KEYWORDS: design management, sustainability, social
responsibility, fashion industry.

Introduction

The profound transformations that the world is passing in
the environmental, economic, political and social con-
texts are demanding new studies, new thinking and new
practices from enterprises that seek the implementation of
actions within a broader context of sustainable and socia-
lly responsible development.

In this context, design is as a professional area that seeks
to solve problems by adding aesthetic and functional va-
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lue to products and services in a strategic manner, taking
into account social, cultural and environmental factors. In
this perspective, it seeks to enhance the aesthetic value of
products and services with a new sustainable behaviour
that transmits to consumers all the quality and reliability of
products.

Koupoulos (2010) defines innovation as the result of a
sustainable process with countless repetitions intended to
refine the product and bring it to the market needs. In this
context, the aim of this paper is to demonstrate how inno-
vation can enable the sustainable and socially responsible
development and growth of a company considering the
potential that market demands.

In the development of this paper, it is presented the case
study of the Brazilian fashion company called Macassa
Dreams and Aromas, which produces nightwear articles,
like pyjamas and nightshirts, with a differentiated design
in the local market. It is a company that seeks to stand out
in the design of its products, converting waste material in
new products, generating more revenue for itself and for
social projects.

The objective of this paper is to expose how design
management can positively influence business strategies
and promote sustainable innovations in organizations.

To achieve that, the management premises of the cited
company are mentioned, with emphasis in its innovative
approach in its sector, aiming to demonstrate how innova-
tion can enable the development and growth of a com-
pany. With a qualitative approach, trough interviews and
a “diagnosis of innovation” developed with the company’s
proprietary, and a research in the company’s website,
were selected and analyzed the resources and actions
that have led the main sustainable and social strategies
of Macassa. To first corroborate the data collected, a
bibliography research was realized pertaining the fields of
innovation and design management with focus on sustai-
nability and the fashion industry.

Design management as a factor of innovation

Design, as well as other human activities, is a maker of
artefacts. These artefacts, which are not only objects,

but also methodologies, processes and services, reveal
values, knowledge, human habits and needs that allow the
understanding of the process of humanity transformation.
But currently, design, in addition to “doing” is passing to
“think”, strategically connecting the two points to create
innovation.

The International Council of Societies of Industrial Design

(ICSID cited in Mozota, 2010, p 16) offers the following

concept of design:
Objective: the design is a creative activity whose aim is
to establish the multi-faceted qualities of objects, pro-
cesses, services and their systems in whole life-cycles.
Therefore, design is the central factor of innovative
humanisation of technologies and the crucial factor of
cultural and economic exchanges. Tasks: design seeks
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to discover and evaluate the structural, organizational,
functional, expressive and economic relations with the
tasks of: promoting global sustainability and environ-
mental protection (ethics and global); offer benefits and
freedom to the whole human community (social ethics);
support cultural diversity despite the world globalization;
provide products, services and systems in forms that
are meaningful (semiotics) and coherent (aesthetics)
with its own complexity.

It is considered that design works with much more than
aesthetics, making use of factors that involve planning,
production, management and commercialization of pro-
ducts and services. Many companies are already aware

of its importance and bet on design as a competitive
advantage for improving its positioning, using strategies to
generate cost savings and promote innovations. These are
fields of design management acting within the companies.

Design management can be considered the management
of the design process or action. For some authors, the
role of design management is limited specifically to the
project, for others, however, design may act in a broader
approach. Anyhow, researches in this area are of great
importance. Deserve highlight the works developed by
research institutes such as DMI (Design Management
Institute) in the United States, ICSID (International Council
of Societies of Industrial Design) in Canada, CPD (Centre
of Portuguese Design) in Portugal, DDC (Danish Design
Centre) in Denmark and EID (European Institute of Design)
in Italy.

The Design Management Manual (1997) released by CPD
exemplifies the existence of the design management
action in two levels: project and business. The level of pro-
ject is more restricted and operational, and concerns acti-
vities that take place during the process of turning an idea
into physical product. In another way, its function at the
business level is broader and more strategic, and stands
out by fostering the culture of organizational design for the
creation and development of new products and services,
providing systems and conditions for this process to occur
effectively within the company.

For the understanding of design management, DMI (2011)
states that design covers the management processes,
decisions and strategies that enable innovation and the
creation of products, services, communications, environ-
ments and trademarks designed effectively, improving the
quality of life and providing organizational success. On a
deeper level, the design management aims to connect de-
sign, technology, innovation, management and consumers
to offer competitive advantages.

Borja de Mozota (2010, p 95) defines design management
as the implementation of design as a program of activities
within the organization, with the design being able to coor-
dinate the company’s goals in long-term at all levels of the
corporation, so it can achieve its goals.

Definitions of design management seem like an attempt to

better explain the strategic role of design in the innovative
development process of a company as a whole. The next
section relates the design management with a sustainabi-
lity approach.

Sustainable strategies in the fashion industry

In the current social, cultural and economic context, to
know and work for the reduction of environmental impacts
is becoming an integrant part of the independent activities
of the design professional. In design, the project activity
that generates consumption goods to satisfy necessities
and solve problems, to dismiss the importance of thinking
sustainably is no longer an option as in the past, when
extracting the maximum of nature was a requirement for
progress and development. To have a global view and
know what steps should be taken to make the planet a
healthy and sustainable environment is now obligation and
duty of all design professionals.

The world sustainability has quickly become one of the ke-
ywords of the recent years. Despite its meaning has been
extended to all kinds of subjects and interest groups, the
core of the concept remains to be the preservation of the
society and everything that surrounds it, so we can leave
future generations if not a better world, at least an equal to
the one we inherited (BSCD, 2009).

According to Manzini (2008), a sustainable solution is the
process by which products, services and knowledge are
articulated in a system that aims to facilitate to the user the
achievement of a result consistent with the criteria of sus-
tainability. It is a result that has the effect of transforming a
given system and generates a new one that is consistent
with the fundamental principles of sustainability.

Manzini and Vezoli (2008) claim that we are living a period
of transition, when the concern with the final destination of
the disposal, by means of recycling alternatives, even-
tually finds its best solution in the reuse and development
of new products. These products have a new life cycle,
which creates a path to new strategies for sustainability.
This change may be even more effective when there is a
strategy of methodological approach toward the concepts
of eco-efficiency. Trough an evaluation of the life cycle of a
product (from the acquisition of raw materials until the dis-
posal) it is possible to match environmental implications
and economic factors with creative solutions (Andrade et
al, 2009).

In the context of environmental concern, fashion desig-
ners have developed products and services that meet the
basic needs of sustainable developments, creating the
awareness of the necessity of recycling or reusing the final
disposal of the clothing industry. New ecologically friendly
fabrics are also being launched to create new products
that meet the new habits and needs of the contemporary
consumer, with higher comfort, quality and environmental
balance, taking into account also other requirements of
the fashion market, like style and innovation. In addition, it
also grows the concern about the treatment of the chemi-



cal residues resulting from the processes of dyeing and
printing.

Designers, capable of mediating theory and practice
based on a multidisciplinary approach, can help to gene-
rate creative solutions in the fashion industry, for lasting
impact, promoting the practice of sustainable design

and improving environmental conditions for present and
future generations. In this sense, not only the fabric used
in the products design should be environmentally friendly,
made of renewable raw material, for example, but even
the fabric wasted in the production needs to be taken into
account, perhaps recycled or reused in new products.

Macassa dreams and aromas

Macassa Dreams and Aromas (Macassa Sonhos e Aro-
mas, in Portuguese) was founded in 2010 from the owner’s
wish for having a brand that might be desired by people
who really want the comfort of the nightwear combined
with elegance. According to the owner, the name Macassa
came from an herb from Africa brought to France in the
sixteenth century, where it became knew for its soothing
and attraction power. It has a remarkable scent that, ac-
cording to popular belief, enhances the deepest senses,
awakening feelings and power of seduction.

Inspired by this herb, Macassa Dreams and Aromas was
created with a concept of underwear and nightwear that
propitiate easy and freedom to modern life, investing

in the pleasure of being at home, in moments of relax,
and in the well-being at bedtime. The whole company
history is available at http://www.macassa.com.br/quem-
somos/a- empresa/ (accessed at 06/03/2012), a page

at the company’s website, informed by the owner during
interview.

Macassa is a small business, and attends the local public
(Floriandpolis, the city where it it is located, and nearby).
The company s proprietary is the business administrator,
having academic training and also work experience in the
area. It has five employees: two in the administrative area,
a marketing manager and two fashion designers, respon-
sible for the clothing articles creation. The research and
planning, the design, purchase of fabrics and their cutting
is realized inside the company. The confection is made by
two subcontractors. One of them produces exclusively for
Macassa. The company has contracted a press office.

The design management is developed and realized by the
owner with the participation of the marketing manager, in
collaboration with the whole team and with the consultan-
cy of local agents of innovation from SEBRAE, the Brazi-
lian service of support for micro and small business (Ser-
vico Brasileiro de Apoio as Micro e Pequenas Empresas).
Many of the innovation agents have graduation in design.
The decision processes are co-creative, and the design
methods and tools, learned through research, reading and
participation in events, are applied with the counselling
and supervision of the consultants.
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The Macassa clothes convey comfort, elegance and life
quality. The brand has a very distinct product mix, with di-
fferentiated design, which provides ease to its consuming
public: female, male, teen and pregnant women.

The brand objective, informed by the proprietary, is to
convey comfort and elegance, providing quality of life
for clients and employees. In addition, the company has
strongly applied the concepts of sustainability and so-
cial responsibility, acting as a collaborator in supporting
institutions that are concerned in developing the human
being. The company also encourages social projects in
the community.

Macassa innovation diagnosis

Was developed with the collaboration of the enterprise, a
Diagnosis of Innovation, which includes interviews with the
company directors (in the case of Macassa, the proprie-
tary) and the application of a questionnaire. The objective
of this procedure is to diagnose the organization level of
innovation.

The methodology applied in Macassa was developed by
Bachmann and Associated (Bachmann & Associados, in
Portuguese), a company that provides management con-
sulting services, with focus on the comparative analysis of
performance indicators. This methodology, called Diagno-
sis — Innovation Level on Micro and Small Business [Diag-
néstico — Grau de Inovacao nas MPE (Micro e Pequenas
Empresas) in Portuguese], is even applied by SEBRAE.

Is consists of a questionnaire with 42 items divided in 13
dimensions: 1- Offer; 2- Platform; 3- Brand; 4- Clients; 5-
Solutions; 6- Relationships; 7-Adding Value; 8- Processes;
9- Organization; 10- Supply Chain; 11- Presence; 12- Net-
work; and 13- Innovative Ambience. Each item must be
answered by marking one of the 3 alternatives that attri-
butes a value from 1 to 5 for each item: 1 if the company
doesn’t made that kind of innovation in the last three years
or its entire existence; 3 if it did once; and 5 if it made
multiples innovations in that field.

After the company directors finish answering the ques-
tionnaire, a diagram of its Innovation Level is generated,
in the form of a radar chart, like a star with multiple ed-
ges, the longest ones represent the dimensions in which
the enterprise is more innovative and the shortest the
dimensions in which the company needs to improve. The
Macassa Innovation Level Diagram stood out in the fields
of offer, presence, relationship, solutions, clients, relations-
hip, brand, and platform. In the field of the offer, deserves
highlight the aspects of new products, environment and
design, as it is exposed hereafter.

Macassa case: innovation strategies with positive
results

Innovation is an emerging and key issue in the current
scenario presented in the business world. “Innovative
companies are those that make innovation a systemic
activity, focusing on their core competences” (Koupoulos,
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2011, p 65). The referred author also adds that innovation
is not creativity, innovation is not invention, innovation is
a management process, and when properly applied the
results are explicit.

In this context, the company Macassa Dreams and Aro-
mas has constantly been concerned with factors that en-
vision a culture of innovation within the company, whether
in products, as in services or marketing, so that its brand
may be a differential in the market.

The brand was already been conceived differently in its
domestic market, with focus on its own scent, what is still
an innovative initiative in Brazil. Is was developed by the
company an essence which can be breathe in the air of
its concept store, the show-room, as well as be acquired
in the form of cologne and air freshener. Lindstrom (2007)
states that “you can close your eyes, cover your ears,
avoid touching, reject the flavour, but the smell is part of
the air we breathe. [...] We smell every time we inhale, and
it occurs around 20.000 times per day. It is also the sense
that we most take for granted”.

Besides the cited distinction, some other factors contri-
bute to the positive assessment of the quality of products
and services by Macassa consumers, as it will be cited.
The information conveyed by the company provides trans-
parency about the features that aid the identification of the
brand differentials. The design, as an activity that deve-
lops innovative and sustainable solutions, is an important
ally to approach consumers, demonstrating the social and
ecologic quality of products and services and strengthe-
ning the resulting values of the process of production and
consumption.

The perceived quality of a product or service is the result
of a set of strategies undertaken by the design manage-
ment at the company, like in the case of Macassa. The
brand strategies make the company be a reference in
innovation in the domestic market, since the enterprise
keep up with the best in the market in terms of sustainable
solutions, to offer to its customers.

To illustrate the process of application of design manage-
ment in the company Macassa Dreams and Aromas, the
following diagram was created. Each cloth button repre-
sents one point of action of design management in the
enterprise, considering the innovation, social and sustai-
nable issues.

Figure 01: Points of action of design management in
Macassa’s business strategies.

Macassa and sustainable strategies

Location

The company is currently installed in the Corporate Park at
Florianopolis — SC, Brazil, an environmentally responsible
project that houses several companies from various seg-
ments. In the conception of the project, all the legislation
details, especially the environmental ones, were studied.
Starting with the approval of all Brazilian environmental
agencies. In its structure, the Corporate Park includes its
own sewage treatment station, consisting of septic tanks,
activated sludge, infiltration and disinfection construction
site, which allows the reuse of the liquid for further appli-
cation in garden irrigation, fire reservoir and toilets. The
rainwater is also collected for this purpose. Even in the
finishes, the concern with the environment is present. In
common areas, toilets utilize automatic faucets to prevent
water wastage. Small attitudes that together make a big
difference for future generations.

Collection development

The design of fashion products, such as pyjamas and
nightshirts, is always carefully considered in every collec-
tion, from concept, theme, colours, prints and specially
fabrics. The product mix is featured by normal and expan-
ded sizes, which range from basic to more sophisticated
articles, offering a style differential for consumers. Besides
the aesthetic, quality and comfort attributes, the company
is concerned with environmental issues, using “viscolinho”
and eco-modal fabrics, that are ecologically friendly fa-
brics, in most of its articles of clothing, not only to provide
greater comfort to the user, but also to offer the consumer
market products ecologically-responsible.



Transforming waste into new product

Once the brand first articles of clothing began to be deve-
loped, it was realized that the fabrics remains were many,
and they were being wasted, both as cash values and as
residues disposed in the environment. Thus, the com-
pany team developed a new product, made of the fabric
residues, a slipper. This product accompanies the arti-
cles of nightwear, and effectively represents 5% of sales.
Whereas it would be something wasted, now, in addition to
complement the company’s product mix, it also generates
revenue.

Waste of new product sent to Child Health NGO

Even after the development of the slipper, there were still
some remains of fabric. As minor part of other fabrics

that remains from the production of other little articles of
clothing, like underwear, there were not sufficient to be
used in the slipper. These scraps of fabric are donated to
the NGO Child Health, which develops a project called “I
Do”, carried out by the children parents. “I Do” is a project
for income generation and increase of self-esteem of the
participant families, through the production of colourful
and creative handicraft articles. Mothers and fathers con-
cerned with the project participate three times a month,
being trained by an artisan and creating with other par-
ticipants the articles to be produced. In this project, the
Macassa residues are transformed into new products,
normally “fuxicos”, pieces of fabric sewn in a way that look
like a flower.

Company buys from the NGO

After the new product is developed by the NGO Child
Health, with the fabric wasted by Macassa, the company
purchase the products “fuxicos”, and uses them as com-
plements to the tags that accompany the brand articles
of clothing. At the NGO Child Health, the money earned
from the sale of these products is reversed to the parents
that participate in the project “I Do”. The transfer of the
income for the participant families of the project and their
training process help to contribute to the self-esteem of
the community.

Macassa and social reponsibility

Floriandpolis Child Health is a non-governmental organi-
zation that supports families with sick children in situations
of social vulnerability, to achieve healthy and sustainable
living conditions. The aid is provided using a methodolo-
gy established in 1991 in Rio de Janeiro — RJ, Brazil, and
has already benefited over 10.000 people in the country:
the Family Action Plan, or PAF (Plano de Agao Familiar, in
Portuguese). The PAF is built together with the family, as
it arrives at the Child Health, sent by hospitals or health
centres. The plan lasts two years and provides improve-
ments to the family in five areas: health, education, inco-
me, housing and citizenship.

By going through this process, with the support of Child
Health multidisciplinary team, the families begin to put the
plan in practice, and get into a virtuous cycle of change in
their lives. Each month, families attend to a monitoring of
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their Family Action Plan and participate in projects such
as of healthy eating, psychological support, dental care,
education, and income generation. On the days they visit
the organization, they also receive a basic food basket,
powdered milk and transportation vouchers.

The Child Health from Floriandpolis has the support of
people and organizations to mobilize resources to con-
tinue its actions. Macassa Dreams and Aromas is one

of these organizations. When choosing a product of the
brand Macassa, the consumer is also contributing to the
success of the NGO Child Health Floriandpolis and the
participant families, since the company is a contributor to
the organization. The paper that explains the contributions
of Macassé to social projects and the referred organi-
zation is available at http://www.macassa.com.br/quem-
somos/responsabilidade-social/ (accessed at 06/03/2012),
page at the company’s website, informed by the owner
during interview.

Macassa and health concern

Macassa actively participates in the project “Pink Octo-
ber”, worldwide popular movement that symbolizes the
fight against the breast cancer (Pink October Brazilian
website). To call the attention of its clients and friends

for the importance of carrying out preventive exams of
breast cancer, in the brand’s blog there are the following
information: a) how a woman can perceive the disease, b)
how to discover the disease early, ¢) what is the clinical
breast examination, d) what is mammography, €) what
may increase the risk of getting breast cancer, and f) how
the self-examination can prevent the disease. Questions
about all these topics are answered and explained with
text and illustrative images for a better understanding of
consumers.

The tag that accompanies Macassa products of night
and underwear, have an explanation about the self-exa-
mination, so all women that acquire the brand’s articles of
clothing, have easy access to this information, and beco-
me also aware that self- examination is fundamental to the
woman’s health. To turn this important subject even more
attractive, the company performs the following campaign:
“Pink October deserves Macassa raffle”, when the com-
pany conducts the raffle of a beautiful pink nightdress. On
the company’s blog, informed by the owner, can be found
more information about this campaign: http://www.blog.
macassa.com.br/2011/10/outubro-rosa-vamos- prevenir-o-
cancer-de-mama/ (accessed at 06/03/2012).

Final considerations

This paper presents the case study of the Brazilian
company Macassa, where it was possible to identify the
innovation capacity of an enterprise when the design
management is positively applied to generate sustainable
and social innovations. Through the offering of differen-
tiated products and services, the referred company is
obtaining positive results in the market, from the belief and
investments in quality and design. The enterprise beca-
me known for its authenticity in the product’s design and



brand’s strategies.

In analysis, a company that values sustainability and
health and social responsibility, represents a multifaceted
answer to the current environmental, social and economic
context, consistently making positive changes and resul-
ting in innovative processes, products and services. The-
refore, the design management in this context is not only
justified, but necessary, for being a tool that transmits the
brand concepts, values and concerns into sustainable,
socially and healthily responsible strategies, processes,
products and services.

The diagram model presented in this paper: “Points of ac-
tion of design management in Macassa’s business strate-
gies”, aims to demonstrate how a fashion company can: a)
optimize resources, b) better position itself in the market,
c) offer differentiated values in products and services to
the consumers and general public, d) contribute to the
environmentally and socially responsible development.

The company, since its establishment, has adopted many
innovative strategies for sustainable growth. Through this
diagram was possible to discern how much the company
cares about the environmental, social and health issues:
since the choice of its location, during the entire process
of design until the discard and reuse of waste. Can be
stand out, also, the partnership developed with suppliers,
and the whole process of creation, production and logis-
tics, that enable the delivery of products with the least
possible impact.

In summary, the company grows in an environmentally
secure manner, and has been emerging in the nightwear
market presenting differentiated products, not only in
fashion design, but especially in values and concerns
attached to it. At the moment Macassa harvest the fruits
of its strategies, the company still has great potential in
brand development and expansion.

The fashion industry in general mode, is innovating in
collaboration with design management, offering products
made of ecologically friendly fabrics, recycling or reusing
its remains and caring about the treatment of the chemi-
cal residues resulting from the processes of dyeing and
printing. Macassa is an example of Fashion Company
that is gaining prominence in the nightwear market due
to the ecological concern, aligned with health and social
responsibility. It serves as a design management model
to other micro and small enterprises that want to innovate
according to the new demand of market for responsible
and sustainable solutions.

i
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Abstract

The purpose of this paper is to research about situations
that could sustainably enhance innovative product desig-
ns starting from the original, delivering added value to the
ethnic design in order to create ethnic identity reference
country image, reinforced by the importance of a good
research.

The motivation of the subject is given, from a reflection
supported by classroom experience, associated with the
observed behavior of students when designing products
with ethnic themes, and the low value they give to the
research.

The procedure includes a general analysis of the problem,
in addition, a register obtained by a measuring instrument,
survey, to find ethnic references that could strengthen the
country’s image both locally and abroad.

First, there is the importance of research at the time of
efining quality products, and then address these issues in
the classroom, especially if territorial issues are taken into
consideration such as groups of indigenous peoples and
especial icons that could contribute to create value in the
country’s image, enhancing further consideration of the
global community with respect to a given location from the
exposure of innovative products, improving the perception
and reception of these with his own label, unique as are
the roots of a nation, so the visual story with original seal,
as a way of presentation when interacting with the rest of
the world, it is absolutely necessary, because it will be
the cover letter when promoting Chile abroad, in addition
to attracting potential customers interested in purchasing
local products, helping with in a way to Chilean Economyh
the economy.

Secondly, we present the results obtained in a research
process where issues related to the Inca culture were
discussed.

Keywords: Ethnicity, country image, indigenous.

Introduction
For most of us here, the word design is already part of
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everyday vocabulary, many people associate the term to
the time when the man slammed his hands on a primitive
wall, some others associate the term to Raymond Loewy
with his picture on a pack of cigarettes Lucky Strike (1940)
and others, to the development of theories of Ruskin and
William Morris.

Nikolaus Pevsner states in his book Pioneers of Modern
Design (1963), “Morris tried to raise the social status and
aesthetics design”

Although it is not a subject of this investigation to arrive to
a consensus and identify from whom, or at what stage the
design emerges, it is pertinent to quote Morris when he
says “all art takes time, trouble and reflection” He makes
clear the altruistic thoughts he had with respect to work,
the same thought will give the starting point to the develo-
pment of this paper.

While the current design has spread rapidly in the ni-
neteenth-century thought of Arts and Crafts, the bases
remain the same, we understand that design is basically a
new way of relating the world and its needs, where obser-
vation, research and reflection of different facts are invol-
ved, and they make, that those primary objectual realities
be reinterpreted to meet the needs, desires, tastes and
aspirations of those who require them.

I. - The line as a starting point.

The word design, which comes from the Italian disegnare,
which means drawing, or Latin signa which means to sig-
nal and that is what nowadays we know as design, means
more than a few lines that show a well done draft, a single
stroke it has a major importance for any area of it, so as to
make the difference between one object and another.

A line can arm or disarm completely an object, chan-
ging concepts and ranges, a clamp or a cut on the bias,
for costume design, may exacerbate or simply cancel a
silhouette, that simple line can make us immensely suc-
cessful or send directly to the most resounding failure.

To avoid this, we must necessarily be more interested in
those stages of the design process to provide greater
coherence, with major research methodologies, asking
questions, clarifying questions, formulating hypotheses,
and so on., All that to get to results that can affirm or
refute a problem, in short, it requires a great effort, and as
suggested by Morris, time, hassle and reflection. Nobody
said design would be easy.

The importance of the investigation

The purpose of the article is to provide data to help with
the collecting of background, to understand better the
importance of investigative processes when designing
products, especially when dealing with very particular and
specific issues such as the ethnic issues associated to the
rescue of a country image, which enhances its relationship
with its own environment, and also contribute in streng-
thening the perception of Chile abroad, especially when
covering such topics.
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We know that without proper research and thorough
observation of different fields that bombard the market
segments, we could not get to good product decisions.

Then, when we nvestigate in a thoroughly way, we can
see the clues that our ancestors left us, those characters
who left us signs and symbols, they were able to create
objects and iconography, some of them very simple signs
and others very rich formal expression, images, and colors
materialities and those signs talk about languages that
we are not still able to recognize and decode safely, and
even more under the pretext of “the new design look” we
use and abuse to create product proposals, often without
a clear awareness of what we actually are doing.

Country image or images?

If, consciously or unconsciously we are using all kinds of
reference resources to design, tangible and intangible
assets such as images and objects found in archaeologi-
cal excavations, in petroglyphs, or traces of textiles and
pottery found in burial sites, and we are also using other
references as varied as, typical food, people, representa-
tive icons, etc.. In short, property, material, natural and in-
tangible heritage and we are using them as ethnic issues
in the design of products, because it seems that we are
understanding the added value added which may have
the creating of innovative designs with heritage character.

However, with such a variety of resources, options multi-
ply in such a way that causes a double standard. On one
hand, so many choices, all of them with great potencial
development, and on the other side everything concerning
this boom causes confusion and as a resulta not always
the right Choice. Could we enhance our country’s image
with a single proposal? The task is difficult, we first should
come to an agreement and that is really difficult when
there are so many different possibilities as varied as the
Chilean geography.

Scanner identity.

According to Chile Image Foundation, an autonomous ins-
titution created in 2009 to ensure the generic promotion of
Chile, and give value and prestige to the origin, the Nation
Brands Index (NBI), an organization that conducts surveys
to obtain global data on perception, positions Chile in 39th
place out of 50, raising the perception of most aspects
evaluated taking as a barometer six categories (exports,
governance, culture, people, tourism and immigration). In
exports item, Chile is still perceived as a country with an
unsophisticated offer, with little incorporation of technolo-
gy, science and innovation.

Blas Tomic executive director of the Chile Image Founda-
tion, explains, “These results show the enormous space
that Chile has to improve in all these dimensions. Itis a
task that interests every Chilean. A better international
image is.

If you are acknowledging the need to create innovative
products, then we should give more importance to the

issue of design with sense, and an interesting possibility to
it, would be contributing from the ethnic look.

Creating a product that is able to talk about Chile, and to
be recognized in it the attributes of a country, and mo-
reover have the capacity of differentiate its quality from
other countries just by looking at it, seems a daunting task
or a panacea, especially if we understand that this long
and narrow country is full of contrasts, influences and con-
tributions of all kinds, which undoubtedly makes it a more
difficult task.

Despite much information, | tried to reach to any consen-
sus, something that could give me light of what was the
perfect reference to state it properly, and that referente
that was able to combine all the features to be recognized
both locally and abroad. Then | created questions that
apparently would help me with this work, | chose 2 out of
7 questions and that was more than enough.

The universe of respondents was quite varied. The ques-
tions were made to a diverse age group, some words sur-
prisingly agreed in the collective imagination regardless of
any rank.

In this list, it shows tangible and intangible heritage articu-
lated perception when trying to define identity.

In this small scanner identity, it appears a brief narrative
that shows us clues of how we Chileans perceive oursel-
ves, and the perception of how we are seen abroad.

Survey:

Total respondents: 100 people

Age range: from 7 to 70 years old

Genre: male and female

The results were summarized and only those remarkable
points concerning repetition or recurrence are displayed.

Questions:

1. - Local Image. List 6 words that you consider as
Chilean identity icons.

The most repeated word was “Cordillera de los Andes”
present in the collective imagination without limits of age
or sex.

Cordillera de los Andes

Empanadas (typical food from Chile)

Map of Chile (long and narrow)

The South of Chile

Pueblos originarios (Mapuches, Aymaras)
“La Piojera” Typical Chilean restaurant

Craft (weaving loom and Pomaire)

Copiones (imitators)(everything seems interesting to imi-
tate)



Idioms. Al tiro (immediately)

Huevén (Stupid, idiot, bad word which has already beco-
me a cliché to address friends)

Ya po, (derived from “pues” (then)

Workaholics (who spends too much time working)

2. - Do you think Chile is recognized abroad?

As for recognizing Chile overseas positively, the repeated
ideas were:

Sportsmen: Ilvan Zamorano, Alexis Sanchez, Chino Rios.

Goods: Grapes, associated with pisco and wine.

Copper (associated with the 33 miners rescued in Ataca-
ma Mine)

Important People: such as Michelle Bachelet, Pablo Neru-
da, Don Francisco.

Positive concepts: The warmth of people, caring people,
Chile is valued for its economic stability and low crime
rate.

Landscapes and Places: South of Chile (Torres del Paine,
Patagonia, Chiloe)

North (Desert Bloom, San Pedro).
Valparaiso, the churches of Chiloé, Easter Island

Some less fortunate but also repeated concepts were: The
Pinochet dictatorship, thieves, and earthquakes.

Among the words that were not repeated so much, but
worth mentioning are:

Condorito (typical cartoon character)

La cueca

Hot homemade bread with butter

La Tirana (Religious festival in northern Chile)
The Moais (from Easter Island)

We all speak in tiny form

We are stressed out and we dress in gray.
We are fighters

We are unpunctual.

We Chileans say, “Chileans are”, we are not responsible
for anything.
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We are generous and explosive people at the time of
holding a small but intense success in any field, from a
beauty queen to a “number one” sports winner.

“Chaqueteros”. That basically means envious of so-
meother person’s achievements.

Our country’s image undoubtedly has to do with our own
roots, with heritage, the heritage that began in the pre-Co-
lumbian reminiscences, starting point of local historiogra-
phy, revealing the magical worldview of our native peoples
or the incorporation of all types of influences

If we could choose a word or concept to define identity,
it could leave out other words, equally or more important
than the chosen ones.

The real contribution, as a developing nations would be
the enhancement of the origin, there are some designers
who are serious about this new paradigm, the design
based on ethnicity and heritage rescue.

After this picture, and looking for identity icons, | conclu-
ded that in fact, the perception of each of the respondents
was as variable as unexpected, because in a country
where its longitudinal central axis line is articulated by
people, marking it from end to end, with a varied range of
climates and their own characteristics of each region, all
making it unique and unrepeatable, with people who make
a difference, differences that state the idiosyncrasy of this
country as the backbone that separates two opposing
dualities such as a sea and a range of mountains, it would
be impossible to try to define it even in one word.

With or without an identity?

Perhaps the most interesting fact aroused at the time of
the Surrey. They were the different approaches that each
respondent gave to the questions, reflections from stories
that happened around them, different points if views as
opposed and varied as the geography of Chile.

For some people, Chileans are a hybrid species, without
identity, people, who aborbs all kinds of foreign influen-
ces, influences that although they did not come to stay,
they settled forever, and they are so ingrained that we no
longer have clear the origin, we own them, we are peo-
ple unable to be responsable of our acts, we are always
making excuses for everything, eventhough we are very
supportive.

For some other people, it is precisely those various in-
fluences th eones that give great value to our character,
they make it rich in artistic expression, like a gold mine, or
in this case, a copper mine to be exploited.

How to address the importance of research in the clas-
sroom, even more when developing ethnic issues in the
product design process?

Although knowledge of the investigation process is critical
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to create design products, it is not subject of this research
to address these issues in depth, but rather to highlight
the importance in the use given to these issues in the
design process, especially when they have ethnic caha-
racter, so the issue will be addressed from the perspec-
tive that it is the job of every teacher to be aware of the
investigation process and show them to the students in the
classroom in order to achieve their optimal development.

Under this assumption and assuming that students have
some knowledge in the investigation process, the issue
focuses on students to use this knowledge consciously
stressing the importance of inquiring deeply into our roots,
re-creational formula, it is to re-create the own ideologies
of native people, in a respectful and informed manner.
This knowledge can only be achieved by means of a tho-
rough investigation.

A good research will develop collections that in the future
appear unified, this will be reflected in a product line,
which is appreciated with full connection between items
or objects, in some or all of its attributes, both in terms of
forms , color and materiality, the proposal will be distin-
guished by consistency in the product line. By having

all the facts correctly stated will prevent the uncontrolla-
ble desire that manifests of adding extra items or things

in which more than helping to the design, they make it
difficult by adding unnecessary details, which usually
happens with our students if they do not understand that,
if there is good research in the previous phases of design,
when delivering the design guidelines during the develo-
pment process-and in its final phase, the collection will be
clean and consistent.

If we can understand the immense capital that we have in
our hands, being able to create sustainable products in
time, recognizable as country image, and above all, achie-
ving not only to export raw materials that are sold at low
prices and then buy finished products to a much higher
price, but, staring from our own raw materials to create
products of excellence, bringing us closer to actually
being a developing country, a country that does not lose
sight of what we must never forget, our roots, and not be
obsessed by competing in international fashion couture
show, especially considering the European tradition from
the English couturier Charles Frederick Worth who laid
the foundations of high fashion in the second half of the
nineteenth century, unless it is high fashion ethnic, which
identifies us as a country, We all do the country, without
excluding or being excluded, it seems to me that that

is the Ideal thought we should all teach our students,
idiosyncrasy of a country is not made by some people but
all peoplel, no matter how different we look like.

Universal research, design with sense.

To conclude this first part, reinforcing the importance of
research in creating products with an ethnic design, being
them innovative and sustainable, it is vital to always keep
one of the original character of the heritage object of stu-
dy, whether material, or natural heritage, considering not
to focus only on the object of study but also on the subject

involved, and especially in context, because without the
subject there would be a gap of intentions for which it was
created, then to understand the reason why and what for
was it created or used, who used it, what were the para-
meters that made it unique, and so on. Those facts will
help us become conscious of their real value. When we
are interested in something, we make questions and when
we make questions, we need answers, and that’s when the
investigation really starts, if we do not ask questions it will
be difficult to get involved beyond what is necessary, ma-
king objects look limited, distant and even stranges. That
is why we must avoid the temptation to design objects,
which might even be interesting, but have lost all real sen-
se of the rescue of the same, creating innovative products
maybe, but with no heritage intention of assets, if we are
to make sustainable products with ethnic themes and
responsibly, and in addition creating innovative products,
pursuing the rescue of the own culture, that even could
be in danger of extinction, as our living human treasures,
making rescue efforts as done by The National Council
Culture and the Arts (NCCA), which “seeks to rescue tho-
se traditional popular knowledge depository farmers and
communities of endangered, to recognize and then devise
strategies for the dissemination of its work” (cultural poli-
cies and contingency challenges Collection Observatory
of Cultural Policies 2011, pg 227) contributing to maintain
strong roots of people from the design, so we must ne-
cessarily investigate responsibly and proffesional.

Valuation of origin through the design with sense.

The big challenge is then to recover the source and re-
create it with senset. To achieve this wemust start from

the beginning so we can reach assertive conclusions, first
observe the creation parameters of the objects of study,
and then add to that so slippery identity innovative design
proposals, proposals full of content, which help revitalize
heritage, giving new impetus to the parent object, evolving
and enriching each other, becoming more interesting and
appealing to the younger generations, there is the real
value of ethnic design, avoid immobility which may cause
the confinement of the object reference in a local museum,
or kept it by someone as a relic, or even worse, as so-
mething that no longer serves. To show primitive product,
but with an innovative presentation, re-created but without
forgetting that this product represents the recovery of our
national identity to be presented in a new format, as an ex-
port good, which in turn will serve as a link for Chile to be
recognized abroad, another side with the power of what
represents us. Design with sense.

Finding ethnic theme for design and creation of sustaina-
ble products is a great opportunity to revitalize our diverse
national heritage, whether material or immaterial nature,
there is the rescue and the great value of this new design
proposal author with an ethnic reference, a refernce able
to go abroad as a mark of quality and innovation, as an
introduction of a proposed new country image from the
design but with a heavy load on the assessment of the
origin, final design identity.
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Part Il

Formal links between architecture and incas fabrics
The second part of this paper provides a summary of re-
search on the Inca culture and the possible links between
Inca walls and fabrics.

This unpublished research, is related to a previous re-
search | conducted for a Pre-Colombian Searching Semi-
nar for the History of Art Master’s Degree at Universidad
Adolfo Ibafiez.

Only the final results will be presented. Details of the
research will not be exposed because of the scheduled
times and delivery requirements stipulated for this paper.
When | started my research on Inca architecture, there
was something that came to my mind every time | saw the
walls of pre-Columbian ceremonial buildings, and it was
the way that stone, cold but at the same time constantly
expanding infinitely divided places were distinguished .
Such illusion created at the time of observing one of the
rectangles reproduced to form a grid, which in a sense
gave warmth to the inert plane.

Subconsciously, | linked those forms with flat textiles, per-
haps, the influences of my profession, Costume Designer,
forced me to reset these possibilities.
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| struggled to concentrate on what | should study, the task
was clear, Inca Architecture, but my mind kept wandering,
when the changing courses concern aroused, | had many
problems trying to explain the sudden change because

| had no valid argument, | was led only by intuition, after
facing several problems, | managed to reframe the issue,
but without neglecting the main requirement which was
architecture, and | not only investigated the monumental
Inca architecture, but also | tried to link it with the fabric
field.

The problem would focus on whether: Will be there other
links apart from the visibly formal ones relating the two
structures? The results led me to conclusions that some-
how confirmed my hypothesis which stated possible links.

The procedure used for this investigation, considered:
formal analysis pre-existing in stone structures and natural
fibers, first, they were compared under a general visual
inspection and, secondly, they were analyzed in context
based on their worldview, both they were related in the
study of Euclidean geometry.

A first assessment, after the results of the analysis was
that the comparative links effectively exist, coincidences
supported by the own arguments grounded in the Andean
vision and geometry. The present linear attributes make
each materiality has value in itself, even more, if conside-
ring the differences between such dissimilar raw materials
as stones and natural fibers.

Accordingly based on information provided by the analy-
sis, we can say that the most important formal link is rela-
ted to the symbolic and the hierarchical issue in a global
sense, this basically referring to the political and expan-
sionist order of the Incas.

Keywords: Tocapu, Cumbi, Uncu, Cosmovision.

The first purpose of this paper is to link from the primary
formal observation walls (Picture 1) monumental Inca
architecture, textile materiality, uncu clothing specifically
(Picture 2) from existing forms in cumbi fabric (Picture 3)
with the presence of tocapu units (Picture 4).

The second purpose is look for those connections that
could link the two structures from another point of view.
To better understand the linkages, we define some impor-
tant terms from the study objects.

Uncu.
Rectangular form, item of clothes, commonly used by the
inhabitants of the Inca civilization. (Picture 1)

Tocapu.

In modern scientific literature tiny square drawings, colo-
red, forming rows and columns are called Tocapu (Picture
2) in quero, llauto, uncu of cumbi chumpi and Inca.
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Cumbi.

Refers to the tissue from weft and warp. Only the top re-
presentatives of the empire could wear cumbi tissues, the
finest for the highest dignitaries. They were worn by the
Inca and the army only. (Picture 3)

Architecture.

We will recognize the monumental architecture in stone
work in buildings and temples built for the Inca or their
gods, specifically the walls, which we will look for the links
to the tissues.

Links

Geometrical Divisions

It can be said that geometry is present in the plans of

the Inca constructions, the use of space, to distribute the
units and locate their facilities, they are consistent with the
quadrilaterals shapes and it is reflected both in kanchas,
patios, plazas, stairways and corridors of buildings, and
its buildings with polygonal blocks, trapezoidal openings
and niches. (Picture 5).

The geometry is also observed in the weavings, which
tocapu group units are related visually from the formal
space, then, from this analysis some linear aspects are
recognized and they are repeated in both representations,
being in this way, possible to see that both weaving and
architecture following the same pattern as regular consis-
tent geometry, expressed in successive grids.

This division coincides with the spatial and formal Inca
thought about the division of the empire “They divided the
empire into four parts called Tawantinsuyu, which means
the four parts of the world, according to the four main
parts of the sky ... they placed as center point the city of
Cuzco, in the Incas particular language it means navel of
the earth “Garcilaso. Aranda 1997: 230

Symbolic links

Rather than the simple desire for notoriety, the builders in
stone and textile artists worked for a truly superior goal,
the goal of transcending to the most sacred, perfect tech-
niques for guardian deities and their Incas, in both cases
there are coincidences of the reason why of these works,
the symbolic fact, appears as a unifying term, being in the
collective context of the Inca world view.

Weaving also played an important symbolic role in An-
dean socio-political life. Murra (1978:105) reiterates this
point when he argues, referring to the weavings “Beyond
its merely utilitarian and ornamental uses, they were offe-
rings of common use in the sacrifices, they also served at
different times and occasions as a symbol of high social
position or as a sign of citizenship status, they were also
used as burial equipment, as trousseau or to seal an ar-
mistice. No political, military, social or religious event was
complete without offering or yielding of burned, slaughte-
red or exchanged weaving items”

Conflicting dualities, simplicity versus complexity
In the Inca architecture, where priority was teamwork,

builders of such magnificent buildings, had not translated
their personal concerns to shine in the constructive field,
but favored functionality over decoration. On one hand
almost completely stripping ornaments, where the clean
and sober structures are shown and on the other hand
the technical accuracy, provide a comparison contrasted,
emerging concepts of duality, so typical of the Inca world
view. Humility in ornaments, versus its magnificent polygo-
nal stones assembled perfectly, adjusting millimeter stone
unturned without mortar, united only by the accuracy of
their cuts without leaving voids that may interfere with the
building. The lines gather stones together, enclose each
stone ring in units, but at the same time, this line allows
progress, locking in successive grids all quadrilaterals
indefinitely. Austere quadrilaterals, yet refined complexity
of their assembly, which is the aesthetic value of the buil-
ding, also associated with the symbolic political hierarchy
established by the state.

The simplicity in the weaving items is not reflected in

its technical prowess, but in the simplicity of technical
instruments for such great works, basically using back
strap looms and needles made of ciracuna thorns 10 cm.
lengths approximately.

Structures and assemblies

Similarities appear again, connections and assemblies
through grids intervened by themselves, the pressure to
join the fibers to each other, pushing and setting the struc-
ture does not allow gaps between the wires that may inter-
fere with the construction of spaces, this condition causes
swelling in the central part of the thread, exactly the same
to what happens with the padding of the architectural
blocks. These tissues do not require additional seams to
complete or enhance the stability of the structure, as in
the stone without binder assembly, the assembly of textile
fibers, does not have extra connectors, rather than its own
material.

Enclosed squares

Weaving artisans contain their work in independent
squares, neatly framed, in their apparently equal equidis-
tant sections, just because of optical illusion, but looking
closely to it, no space is equal to another, because of the
forms and drawings contained within (tocapu) and where
a square by itself is not greater than all the units collecti-
vely presented.

Weavings also contain each unit tocapu in successive and
infinite grids, as in the stone walls

Hierarchy and symbolism

Hierarchies in our objects of study from the perspective of
the materiality principle gives support to the construction
and then, along with the techniques used, give additional
value to these structures, increasing the high symbolic
price in themselves, to create structures for eternal and
infinite deities.



Its buildings and weavings were made to the Incas or to
their gods, so they had a higher purpose.

Both in weaving as in buildings, social class classification
category was very marked, for example, Cumbi weaving
in the presence of tocapu cumbi were where craftsmen
wanted to leave implicit the myriad technical arguments
were only used by nobles with privileges, by some outs-
tanding characters of the army and by characters of royal
blood.

The hierarchical structures associated with these studies,
is associated with the reputation as a common language.

Contextualization

The Inca world view is directly connected with the Andean
way of thinking, where concepts are born all transmitted
concepts in its iconography, and their way of seeing the
world and their surroundings with their beliefs and rituals,
parallel worlds where people interact, the materialities and
their deities.

Then in their structures are always implied other intentions
that go beyond the merely aesthetic, formal, conveying
ideas and concepts as well.

Duality

In Inca society time was conceived cyclically in a constant
succession of periods of order and disorder in the world.
The space, in turn, was conceived on two levels, the
vertical and the horizontal plane and it is here where the
concept of duality appears.

Basically, as the Andean conception, duality is an imagi-
nary horizontal line that divides a plane into two halves, up
and down, and that in turn will again be divided into two
halves, forming the quadripartite conception, this unders-
tood as complementary, opposition and reciprocity. These
dividers attributes are present both in weavings as in
architecture, whose shapes are opened in eternal subdi-
visions like reproducing cells, lines that are free exposed
to when admiring the Inca walls, from duality to modular
infinite cuatripartition.

In this dual principle seems to be of equal merit the
feminine and masculine facts, as well as heaven and
underworld, day and night, sun and moon above Hanan,
masculine, feminine and down Hurin (Hocquengheim.
1997:229-242) and so on. As the organizing and generator
principle of the cosmos and organized by the successive
division into halves, its pair of opposites and complemen-
tary. “In a broader sense, duality is like a reciprocal coo-
peration, a work together or contemporary action” (Lajo
2005, Platt 1986)

Gender dualities in these cases also share constructive
tasks present in both structures, the weavings were made
by preferably manufacturing female called mamacunas,
women who were chosen and engaged to that work, They
tailored Inca dresses, Inca’s family, nobles and clothing for
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ceremonial purposes, but there also were existed cumbi-

camayos, men who were skilled weavers who wove some
pieces of clothing as llicllas, ACSUS-Shirts (uncus)

As for the rock work force, predominantly male, it also ap-
pears as duality when the Pururaucas myth, when magic

stones, in the war against the Chancas become soldiers,

male and female, fighting both on equal terms.

Divine Origin

According to the chronicle of Pedro Sarmiento de Gam-
boa in his book Tales of the Incas, the Ayar brothers, sons
of Inti were the men who taught some jobs to people, Man-
co Capac taught men war-related activities, how to build
houses and how cultivate fields, while Mama Ocllo, taught
to all women to spin and weave, and to prepare food.

The art of weaving and construction are linked here, both
with a divine origin.

The square, cross and the number four.

The square and the cross, have both been present in the
Inca iconography, but they do no have the meaning we
give to them.

A square is a geometric shape enclosed by four sides.
Number four matches, with the quadripartite of their worl-
dview (Hocquengheim. 1997: 230) which in turn coincide
with the four Incas Suyos, and with a possible quadripar-
tite god, Viracocha, the creator god who appoints each
place where they settle Inca culture.

Viracocha has the power to order the suyu and clothing
sorted by ethnic identity and social role within the village,
separating the people according tor their textiles and their
garments, as well as to distinguish each ethnicity and
relate directly to their own Huaca we can assume that the
square could mean order or boundaries. Viracocha as a
sorter, the bounding geometry as linear order, one of the
quadrilateral shapes present in tocapu and also present
in each of the stones that form the Inca walls, Viracocha
the unifying deity has the ability to unfold and then return
to reunify, thus cyclical reinvention, we appreciate also the
weaving structures and walls where a unit is split into other
indefinitely to form one unified plane from the multiplicity
of elements.

The Chacana or Andean cross, (Picture. 6) Also called
squared, or Southern Cross, whose name means “ladder”
also comes from the square that is divided into four equal
parts. This cross, as mentioned by Garcilaso de la Vega,
existed before the arrivals of Spaniards, it has in his chro-
nicle that “had the Inca kings in Cuzco a fine marble cross
(...). I leave the year of 1560 in the sacristy of the city (...)
the cross was square as wide as long (...) was integrally
in one piece, very well dressed, with the corners very well
taken, very even, carved square stone was polished and
glossy. They had it in a real home, in a section called the
Huaca, which is sacred. They did not worship in them,
more than that they had in veneration due to her beautiful
shape or some other connection that can not say “(1973:
Book Two Cap. IlI).
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Taking as a reference the cruciform shape, they erected
buildings, temples and cities.

We understand that these symbols were decision makers
in these cultures, and they can be associated even with
the outline of the city of Cuzco, dividing it, as we already
mentioned, in four parts its territory Tawantinsuyo which
means “the four regions joined together” let us say forming
four angles, the Suyos are four and four are his four car-
dinal points, therefore the space bounded by four points
in a cross crossed. In the center of the imaginary cross is
Cuzco, the “navel of the world”

There are four brothers and four sisters who walked the
earth for the place to found Cuzco.

There are four sides of a square, and four in all quadrilate-
rals.

The Chacana Cross enclosed in a square.
The Chacana Cross symbol of the ruler or Viracocha.

The square delimits a tocapu graphically, so that may
mean something that concentrates in itself.

The square delimiting spaces, as well as the defined Inca
hierarchy.

Pre-existing Inca quadrilaterals present in the walls are
limited by lines that in turn form four sides.

Tocapus and walls supported by geometric shapes of
quadrilaterals.

From the squared cross the grid can be indefinite as it is
the grid in a weaving also associated with the grid that
appears in the Inca stone walls.

The art of weaving and stone work done by the Inca
culture, became a basic task of the utmost importance,
as a first-class exercise. Both drew on pre-Inca cultures,
acquiring for themselves, and all the ancient knowled-
ge in this melting pot of identities associated with these
languagessyncretism aesthetic, to formal and ethnic
languages acquired in the later conquests. In this way
they got together, all the best of each region, drawing on
their cultures and heritage, resulting in cultural exchanges,
enhancing the expansionist goal, but also inclusive and
unifying Tawantinsuyu.

Textile techniques and the skills involved in the architec-
ture, shown a high sense of neatness communicating not
just one type of aesthetic formal beauty but also invalua-
ble information associated with the, social, political and
religious Andean Worldview.

We can deduce then in both cases, textiles and architec-
ture, even though their primary function was to protect,
after identification of roles and social classes, grant or no
prestige, even in some cases the mere ornament, over the

years, became an essential language in the values, sym-
bols, and worship of deities and iconography associated
with them, They certainly gave those magical and mythical
religious signs which are not yet able to ascertain with
absolute safety and certainty.

Expansionism

Both the textile plane as the stone walls, keep this cons-
tant constructive opposed duality, the space divided into
sections but at the same time give extension in the pla-
ne from repetitive modular sections, This language also
represents this expansionist thought expressed in his
prolific expansionist thoughts and whose recurring con-
quers reflected in the “checkered” uncu mostly worn by
the military.

Geometric duality.

In Inca society it was conceived time cyclically in a cons-
tant succession of periods of order and disorder in the
world.

The space, in turn, was conceived on two levels, the
vertical and the horizontal plane and it is here where the
concept of duality appears.

When a person makes a research, we know that the
possible scenarios that possible sated hypotheses may
be accepted or refuted, but the most interesting part is
when new edges are oponed based on the same issue,
and that’s when you can support ideas, the starting point
is important but more interesting are the changes that can
happen on the road, paths that can lead to unexpected
materials, if a student really cares about research it can
start a doctorate search from a single tiny button.
Imfluences, tastes, sensitivity, intuition, etc. are clearly
ultimately facts that will make us take one path or another
The geometric lines are present throughout life , and the
source from a line, is undoubtedly the beginning of the
design.

Galleria the imagines
Imagen 1

Muros Incas



i

55

Imagen 2 Imagen 5

UNCU

Imagen 3 Arquitectura inca
Imagen 6

Tocapu Inca

Imagen 4

Chacana

Cumbi con tocapu
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“Wuelvo al Sur, como se vuelve siempre al amor,
vuelvo a vos, con mi deseo, con mi temor.

Llevo el Sur, como un destino del corazon, soy del Sur,
como los aires del bandoneon.

Sueno el Sur, inmensa luna, cielo al reves,

busco el Sur, el tiempo abierto, y su despues.

Quiero al Sur, su buena gente, su dignidad, siento el Sur,
como tu cuerpo en la intimidad.

Te quiero Sur, Sur, te quiero.

Vuelvo al Sur, como se vuelve siempre al amor,

vuelvo a vos, con mi deseo, con mi temor.

Quiero al Sur, su buena gente, su dignidad, siento el Sur,
como tu cuerpo en la intimidad.

Vuelvo al Sur, llevo el Sur,

te quiero Sur, te quiero Sur.”

Music Astor Piazzolla and lyric of Fernando Solanas (n.d).

Introduction to ambiguity

Ambiguity in Design education needs to focus in a ‘glo-
cal' perspective, tracing the paths and confluence cir-
cumstances that creativity exposes in particular different
domains at the present time. If one world is literally being
transformed into subsistence mean’s, as a predispo-
sal sense of surviving confined in ecology of ‘freedom’,
giving a reuse (re)interpretation of realities with limited re-
sources predisposal. The first symptom in the research re-
gards the work presented by Pénélope Bozzi and Ernesto
Oroza (2002) based in the unknown design in Cuba. The
other world uncovers another similar undeniable freedom
questioning do way we live, transforming simple ideas in
low/high tech products and confronting them to the world
by the perspective of Droog Design. Comparing these
different scales, different goals and approaches but the
same proceedings related to the ambiguity of form and
function, we do feel that both have a lot to learn from each
other. The rites and costumes of living and the correspon-
dence from this two universes contain a certain ‘pattern
language’ (Christopher Alexander, 1971) behavior in the
way people/designers do process their living, creating
structures that challenge time and mimicry.

This articulation or this dynamic tense fringe, reinforces
that distinction between centers and periphery, between
north and south, between the ones who live in the Box or
the ones from the South or Sur (remembering the music
‘Vuelvo al sur’ from Astor Piazzolla and Horacio Ferrer
(n.d)) giving us unique opportunities to see that this com-
parative research can provide fundamental symptoms for
future convergence.

In every place there are creative individuals that only
depend in there structures to fulfill needs for the others or
for themselves. And this needs that can be local or global
give us positive challenges to design without frontiers,

but also reinforce the idea of Victor Papanek (2000) and
Gui Bonsiepe (1992) that we must recognize the signifi-
cance of a particular/local identity regarding geographic
needs. This is the capacity to embrace a new commitment
before transport the anonymous ‘design’ into a mains-
tream product (or vice-versa).

Processing design incursion

Design today has difficulties to be an alternative inside of
his ethical and moral original propose (Enzo Mari, 2000).
The continuous transformation of our society and the
unsustainable paradigm creates an urgent repair for the
established economic market mechanism. This flow does
not permit a subsequent analysis and reflection; we have
profound difficulties to control our anxiety and the mega-
lomaniac levels of communication that appears every day
reorganizing and readapting unceasingly: taste, knowled-
ge, objects and services, increasing a culture of hybridism
and uncertainty (cf. Zygmunt Bauman, 2000; Andrea Bran-
zi, 2003). Subsequently we understand the advantages
and disadvantages of all this continuous metamorphosis
but also sense that social scales and dichotomies bet-
ween cultures, overcome a vision of non-human scenarios
and unsteadiness in design methods (Bruce Mau, 2004).

The mechanism of correspondence in — ‘Ok compu-
ter’ (Radiohead, 1997).

The actual domestic landscape in major societies deri-
ves from an architectural tradition proposed from Modern
typological dense structures (Stefano Marzano, 1993).
These living spaces still are structured in logics of effi-
ciency and mechanics or as we still reaffirm a house

that (should) ‘protect the dreamer’ (Gaston Bachelard,
2005). These spaces as Ezio Manzini refers (1993a) be-
come shelters embedded in a vast quantity of ephemeral
suggestions and gadgets. But today has we can observe
we focus more in a correspondence between what we
see in images and the real world (Manzini, 1993b). In
this perspective the unknown is to be viewed and corres-
ponded as a checklist, confirming the identity via virtual
sequence. This correspondence between worlds does not
live space and time for the unknown or informal tangi-
ble knowledge. In fact, today the body reaches dizzying
speed information, losing further the notion of space-
time but also the propensity for losing cultural identity
(cf. Derrick de Kerckhove, 1997; Manuel Castells, 1999).
Instead we build miscegenation dialogue knowledge
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which processes information, usually without unders-
tanding his origin (Mari, 2000). But this fluid and flexible
is the nest for continuous predisposition for down-
load, copy ctrl ‘c’ and copy ctrl v and instanta-
neous mechanism with particular confluence of opponent
paths. In such a way, we can imagine only compulsive
copy between cultures and individuals and an excessive
freedom for similar correspondence, on the other way, we
can also observe that this affluence can be transformed
into creative substance and the copy can be transfor-
med into ‘insight’. The future legacy of processing infor-
mation is now instantaneous and frequently anonymous,
being continuously opened to be recycled, reprocessed
and reconverted in an age of (no)correspondence. Mean-
while the house or the space where we live starts to lose
his influence (cf. Inaki Abalos 2005; Josep Maria Monta-
ner, 2001). The focus prevails in ephemeral social interac-
tion and in the correspondence between individuals witch
is undeniably connected with urban and virtual space.
The dwelling living comfort his being taken by incessant
process of social interactions, the web provides emphasis
to this predisposal and transforms his magnitude into an
ecranosphere making and processing mechanisms of co-
rrespondence between cultures, individuals and commu-
nities (Gilles Lipovetsky, 2007).

We realize a man total dependent in image, as regards
Paul Virilio (1993) in his book Critical Space. The dis-
semination of information from distance showing us a

new nature, but also the (in)balance of a new cognitive
metabolism. This immateriality and dematerialization is
replacing the classical notion of morphological wisdom
and the pixel representation of men is intuitively connec-
ted with the ideas of a cyborg (William Gibson, 1984), or
Cyberflaneur (William Mitchell, 2003) or the digital nomad
(Stefan Rammler, 2004). All these concepts are extensively
provocative, transferring our design sensibility through the
concepts of fluidity, flexibility and mobility (cf. De Kerckho-
ve, 1997; Castells, 1999; Bauman, 2000; Branzi, 2003).
Impatiently we move in a world from everywhere, jumping
from ‘node to node’, mapping and researching in the
network structure but still don’'t really know the
sequences from this passion, or even do have a criti-
cal stance, as Bonsiepe refers to the employ of technolo-
gy and hiper “visuality” (1997, p.6). In our mind we have
the possibility to socialize other views, other lives, other
spaces and costumes, objects and anti-spaces more than
ever, the distance to other world in a single touch. Tangi-
bility and corporeal spectrum is clearly overshadowed by
entropy of his perception transforming distance, knowled-
ge and information “in the new medium and nothing can
stay the same in human behavior witch inevitably will be
transformed” (Manzini 1993a, p.189).

The age of correspondence, the construction of new
rites, artifacts and patterns through‘virtues’ of insight
mimicry

These web distances sprayed the weight of what is iden-
tifiable, permitting to breathe the subject of the similarity
(cf. Neil Leach, 2006; Judith Buttler, 2006). The identity

of the person who inhabits any connected house is more
focus in the neighborhood on the other side of the planet
then in the place where is living: a structure of thought that
languishes compulsive irrational gift of being like ‘a’, ima-
ge mirror ‘of’ or ‘from’. Man in some way always pur-
sued the similarity, the web besides is intense plurality
is a culture and a reaction for tense mimicry. Despite all
the supposed differences between peoples, cultures and
individuals we increasingly feel the absolute presence of
mimesis and likeness (cf. Renny Ramakers, 1998; 2002).
But these are not a key anchor detail for the any existen-
ce of growth or origin, supporting an inseparable way of
structuring the probability of construction where design
culture will rigorously be trapped in their foundation, re-
search and argument.

The confrontation between Droog and Cuba De-
sign incognito’s, here presented assume a direction,
fixed by the look on the construction of mimesis but also
transport a relation between models. Western center world
always was intensively influenced in every scales by the
periphery countries of the ‘South’. With respect to the cen-
ter we must consider that this center as a major figure but
also the one who usually imposes a centrality (Bonsiepe,
1985, 1992; Boaventura de Sousa Santos, 1994), sugges-
ting that the dichotomies exacerbated in between distort
the perception of logical patterns of trying to reach precise
models or ideas: social and cultural adjustments. Thus as
a country (Portugal) that belongs externally to a center we
also must reinforce the idea of an interior territory comple-
tely linked with the south or the periphery. So, as we can
be in the fringe of this two scales, we must rearrange our
tributes not only to the circle of recognized designers but
also to the magnificent ‘Unknown Soldiers’, or ‘unknown
designers’. Those who seek their own identity in procedu-
res of unpretentious and humbled process of designing

to the common people, inherent to in(formal) knowledge.
This is the age of correspondence where the pattern
language built a few years ago has at his predisposal the
tools and methods to creativity. Design now has the capa-
city to understand these patterns, transforming them into
knowledge, inspired by mimesis and analogisms, design
can make a difference to ‘insight’.

Escaping to no surprises with no ‘auséncia’

but full participation

It must be remembered that globalization is an irreversible
process in the sense that what is done today corresponds
to a witness in another hemisphere of symmetry, the figu-
ration of tomorrow. The issues raised and clearly identified
and analyzed in their locality interpenetrate finally in the
challenge of a full scale. The problems created by the
industrial revolution in developed countries, and ‘a pos-
teriori’ delocalized in the 80 and 90 for Eastern Europe
(post- Perestroika) and now the emerging countries of
Asia, match a stigma sweep under the rug where pro-
blems will sooner knock on ours doors. The problems set
to the countries of the periphery, perceptive environmental
degradation, population growth and the widening gaps

in well-being are translated at the base of inequalities



between ‘winners’ and ‘losers’, “which can result in giving
up precious natural resources, human and moral throug-
hout to world system” (Boaventura de Sousa Santos, 1994
p. 19). We can thus define that periphery has little to learn
from the center, especially in the dialectic of mimesis.
These arguments are important factors in design and
designers of the periphery. But it's a false statement.
We do need to understand both and it's completely im-
possible that the center will not influence the coun-
terculture or the periphery and vice-versa. But ins-
tead we also must know that this ‘desig-

ners’ are much less contained in a box of formal
knowledge permitting to realize connections and probably
better insight mimesis. On the other side designers from
the center have in their intrinsic habits the opportunity

to act has predators establishing creativity inputs that
transcend quickly by their own total perception the tiny
and humbled process of the periphery. This fringe here
connected is the same with the Picasso and African
sculptures at the beginning of the century. The process

is near the same. Meanwhile there is an enormous diffe-
rence, first we are speaking about design, second we

live in an era where this message can be problem-solving
by thousands in a glimpse, and by that, we hope that

this mimicry in between only can bring not only mime-
sis, not even other astonishing ‘surprises’ but a co-
rrespondence of perception.

Today we are all interconnected, relations are based in a
world ever more fluid, flexible and volatile, underlying the
idea of unlimited progress, a production structure for many
‘unquestionable’ and unlimited (classical principle of the
cycle of production, consumption and economic deve-
lopment). The desire copy, comparing the industrialized
world with the world said ‘underdeveloped’ or between
north and south, may not make sense because
models in which the West has grown post-industrial
revolution are in certain way not recognizable to the cha-
llenge of environmental sustainability and social needs

(cf. Boaventura de Sousa Santos, 1994) The comparative
synthesis here presented may not be interesting for a new
design development, but instead can be an important
initiative as way to depart, in which designers from both
worlds can process confluent integrative knowledge con-
necting a direct link with local and global scales permitting
a wider vision.

The design emerges as a promoter of a development
based on technology and innovation in the creative pro-
cess, but rarely truly questions his own role. This systemic
interdisciplinary vision of confluence and plural mecha-
nical thought, scratches design as a maestro orchestra
proposing a jump to identifying the real needs and subs-
tance (Bonsiepe, 1985). These requirements must promo-
te scenarios of analogisms, metaphors, images to recreate
process and transform ‘visuality’ into knowledge. We assu-
me this compare initiative as a curiosity. Design as to have
the capacity to observe himself creating an ethical and
moral problem of his presence that is not only destined for
the implementation of something that is the ‘result uniquely
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of a simple commercial transaction’ (cf. Mari, 2000).
William Morris (1882), Papanek (1971), Bonsiepe (1985),
Mau (2004) are different time schedules for the same visual
presence, the indulgency error of design proposed into

no unsustainable surprises (Radiohead, 1997). Designers
have a retina opportunity and capacity to observe these
new sensibilities proposing with instrumental skills possible
paths for positive space contamination: viruses to symbio-
tic action in between, creating antibodies barriers to this
“culture of circularity” (Castells, 1999, p. 487) redefining
his apolitical role and his ‘auséncia’ (Music from Ceséria
Evora and Goran Bregovic) with continued presence and
participation.

VDesign thinking proposing a commitment spring in
the age of flexibility.

The designers in which we are included still focus in a
search for identity, and this implies that we can combine
very well different pieces but the final form is still very si-
milar, besides the different colors that we assume. Also we
move quite well in this sphere of ‘technofetichism’ (cf. De
Kerckhove, 1997), despite we are many, and we still have
a long path to travel to transform our tribal complexity fixed
in images from the pass which focus too much in acts of
excess and individualism. Meanwhile we can be compared
to 'smooth operators’ that have the tools to deal with
this media flexibility and witch can become fundamental
tools for this charge of content (change of knowledge). We
know how to crystallize a memorandum, to be indulgent,

to postponing a message, to deliberate and fixe an image
and to create not a Silent Spring has Rachel Carson (1962)
nor an Arab Spring (2011) but a ‘Commitment Spring’. The
web is the liquid medium of a new domestic sustainable
mechanism and designers are the equilibrists in the middle
of an intense crossfire. The market will be just a toy for
capitalism where there is always the possibility to transform
creative ideas into symbolical and significance acts.

Matching analogy:
The analogy here presented can be just a sim-
ple glimpse for what we can consider a small pla-
ce to ‘keep breathing’.

Affluence of correspondence: Case study

This little comparative syntax serves to illustrate the pos-
sible nuances in two parallel realities, in which symptoms
seam so paradox but where we fell that besides the
technology and scenario spectrum there is an affluence of
correspondence. Also we observe that informal knowled-
ge made by unknown people have a powerful way to
become potentially creative when their medium scenario
becomesa question of moral resistance as Ernesto Orozza
e Pénélope Bozzi (2002) refer. On the other side we stay
‘perplex’ when Droog Design and their designers confront
the collective sense converting the common artifacts and
our western reality into question. Easily the counterculture
becomes the place where formal knowledge accept this
‘unconventional’ designs transforming there process
and way of questioning statement into a ‘sacralization’
correspondence.



62

fig. 1 - Analogisms between design in Cuba, regarding
the research done by Pénélope Bozzi and Ernesto Oroza,
2002 and the Droog Design approach.

The medium here established permit also other questions
about influence and affluence or between the creativity in
two distant poles regardless the symptoms of identity and
nonidentity. In comparison on possible ways or fields as
their diversity in geographic, socially and culturally, deve-
lop cognitive and perceptive inflows to challenge the

fig. 2 - Analogisms between design in Cuba, regarding
the research done by Pénélope Bozzi and Ernesto Oroza,
2002 and the Droog Design approach.

‘establishment’, redesigning a system in a parallel world.
The objects found in the book Objects of Réinventés from
Pénélope Bozzi and Ernesto Oroza (2002) from (always
and curiously at left), illustrate the ambiguity of surviving
through design and their anonymous state prevail unk-
nown until someone publish their efforts and transform
these insights into a statement. This research diagnosis
and this emergency has changed from what was invisible
into visible, informal into formal’.

The ‘substance’ idea and the analogisms presented only
propose a confront or an affluence of correspondence per-
mitting a reflection or a ‘mirrored hope’ for dialogue.

fig. 2 - Analogisms between design in Cuba, regarding
the research done by Pénélope Bozzi and Ernesto Oroza,
2002 and the Droog Design approach.

Which of these groups of objects should be presented in

Milan Design Week?
- Probably both, because either do reply in different
ways for different spectators and different fields of
organization, and also have different perspectives to
survive.

The question now is why do we have to make this analysis

what this will bring about?
- In reality nothing will change, and this will only be a
simple curiosity for some of you. As usual, and after
Papanek (1971) referred almost forty years ago, most
of the designers still work in the same way working for
their survival and their ‘star system’, excluding from
their proposes to transform the way to design into hig-
her perspectives besides a precise market. Also we do
not pretend to diminish the concepts and very interes-
ting proposes from Droog design Designers and the
ideas from Ramakers. Instead we just want to establish
that the values created in Cuba, Brazil, Chile, Bolivia,
Africa or Asia and others have the same capacity to be
integrated in a global perspective since creativity and
informal knowledge still remains with persons and their
skills to survive. Detecting these poles perhaps we



can activate via observation and contamination a web
fluid organism predisposal for these cultures increa-
sing values and intense focus of creativity, identity and
correspondence in between. Or as Bonsiepe (2007)
usually says we do have to give value to what is quite
near from our own eyes, and we should not only see
the ‘old’ Europe and Western ideals giving them the
similitude of eternal truth, but at the same time we must
confess that they do know how to sell ideas, products
and transform fragments into beautiful stories that we
buy.

This reference assumes a turnout between direct and
inevitable realities temporally synchronous but with policy
frameworks, social and cultural distance. The Cuban rea-
lity inhabits the margin, emerging on the precariousness
of its existence, the Netherlands, insinuates itself but as a
counterculture subverting his role leading the market and
quickly becoming the same market (counterculture goes
mainstream). A hypothetical comparison of these two rea-
lities, summarized in the set of images presented, invokes
the existence of asymmetries. In this analysis we see that
both flow about a moment in time on the reactive medium,
responds by an inner necessity, linked to the urgent needs
of the day, the house, the constant improvisation: an a
hostile reality and unknown identity. The other vision is
more accurate, taking possession of the means subver-
ting their rules and entropy, leading and transforming the
pieces of a parallel culture counterculture, urging
the senses, ‘sacralizing’ objects that were not targeted
by the automatic processes of a market, but at any given
time, have a face, an author and a greatest ‘macro-
cephalous’ (extrinsic) market.

‘The betrayal of thought, sometimes expressed by the
treason of the objects.’

Ifin the ‘Lost’ Cuba we found fragments of a lost ‘Revolu-
tion’, this feeling of smallness cosmic ubiquity ‘constella-
tions’ developed an active creative brilliance, taking into
account the technical and sensitive materials that they
possessed. In Droog Design we realize a redefinition res-
ponse to collective problems which is being reinterpreted.
Both involve us collectively and plural in their diversity, we
see ideas that are inextricably immersed in objects forcing
us to rethink the question of the medium and the system
itself builds a social dominant culture.

This valuation can also identify routes from opposite
scenarios. In Cuba we feel a pulse of a people with limited
resources, which builds on the margins or peripheries

of collectiveness, transforming the houses as centers of
production and self-conception, unlocking the needs from
day-to-day in a spontaneous and casual effort. The Droog
Design group based is thinking and quickly is absorbed
by the ‘system’. In Italy, the Netherlands, the United Sta-
tes, the brand becomes a cult that develops its interpene-
tration on a market or a medium, in a manner that nothing
has to do with their own significance of “dry”. Their intru-
sive centrality attitude (1998) states that the relationship
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between design and marketing is being processed with
the market but at the same time confronting the conven-
tions from the majority in design culture. Certain intrinsic
values are a stand point on their goals and as any other
model as advantages and disadvantages to legitimize
their views and the ‘mainstream’.”(...) the goal is not some
ideal culture. That short distances itself everything from
the mainstream has to offer. On the contrary, it is surroun-
ded by it, and participates in it is even inspired by it. “The
mirror image culture amid develops and in parallel with the
mainstream. It is in fact the coexistence of extremes that
meet occasionally, as in the Benetton advertising cam-
paigns. The mirror image culture is predictably doomed to
a marginal existence” (Ramakers, 1998, p.75).

Ramakers (1998) also transcripts the logic achieved by
Ettore Sottsass (2000) . We can and must create a parallel
system where the values of marketing are transported to
an image of built quality. The project design undergoes

a productive promiscuity complacent about the world we
live in, and the Dutch design group served or serves as

a motto of changing the paradigm for the construction of
a design once lost in schizophrenic and claustrophobic
ideas of the left and beat the teeming a ‘dominant system’
greedy in a hyper-capitalist society. The Droog Design
Group assumes that rethinking the inertia ideas, or ste-
reotypes continuously ‘recycled’ in past messages and
transmissions from backgrounds poorly digested, and the-
refore insufficiently clarified into a new hierarchy, can be
branded and more important can be steam mechanisms
for new thinking. The brand wanted to replace a system
by another in a clear adaptation of ideas of affluence and
confluence of images, systems and worlds, which beco-
mes in a certain way a reflection of anthropological and
ethnographic artifacts that have been forgotten. It's ur-
gent that this self-identity created based in simple mor-
phologies also can be a reference in the idea of dialectical
social questioning from a world so avid for the new and for
a change. However in the countries form the south or SUR
as we usually called them, evoking the music from, there
is a propensity to digest sameness and mimicry in excess
(Bonsiepe, 2000) proposing the same models that bring
indifference and no sensibleness for the humbled and
anonymous popular ‘designers’. And in this way is difficult
to see the change summarized by Stuart Walker

(2004, p. 45) “Sustainable development can be seen to
our modern myth, emerging from the culture of science,
technology and reason.”

According to Bozzi (2002) this phenomenon of constant
improvisation does not become controllable by their
spontaneity and essentially intangibility. The stimulus for
nostalgia, the internalization, the resistance of what people
stand for and represent, identify a society that only can

be considered during a permanent search of creativity
and non-uniformity. The international embargo has trans-
forming the daily lives of these people on a scale never
before considered. There is a deductive and cognitive as-
similation of ‘similarity’” with the Dutch case, and with some
more examples in their expressions of epidermal equiva-



lent, a genesis that may be typological. The Dutch group
plays this role in the equation of an emerging contempo-
rary design. We cannot draw a correlation demystifying
the creative capacity of these two discrepancy poles. If
the ‘insignificant’ objects made from recycled boxes for
televisions in Cuba condition predicates in the invention
of the spoils of the streets and markets a popular anony-
mous subjectivity, then the correlation ‘achieved’ between
products of a peripheral world and a developed world,
identifies the memories of the rack reused drawers by Tejo
Remy surrounding a deep tension in an attempt to organi-
ze ideas and criteria for a ‘new’ design project.

“Our culture is indeed diversified but it is more based
on the diversity of almost the same. The diversifica-
tion is brought about by minimal variations of form.

(...) Functional differences, in so far as they exist, are
disguised. (...) The diversity of our culture is pseudo-
diversity. In reality we're heading towards a monocultu-
re, the culture dominated by just one ideology: to make
much money to quickly as you can. Marketing mana-
gers decide what will be manufactured. “ (Ramakers,
1998, p.75).

VIll. Small actions for a creative commitment

We now propose designers, the resumption of practice to
reinvent the passion of refining the everyday, looking for
the simplicity of improvisation and the unexpected where
confluent qualities that arise from the popular world, local
and unknown (George Agostinho da Silva, 2003), can be
the significance of acquaintance and correspondence.
The project design as an anchor for incognito design must
recognize the subject not by indifference, but creating
strategies for social innovation communities, supporting
local prospects with local participants with institutions
derived from the milieu, capable of new procedural
peculiarities, including the systematization of the various
instruments with a view to organizing interactive and
confluent dialectic with the social, cultural and economic
environment which by means should act local and global,
but also the influence to merge periphery with the center
and vice-versa.

Sometimes we need to think small in order to be creative,
this is just a simple analogical exercise without special
substance but which can introduce in both perspectives a
sense that both do have and do need an intersection.

Maybe it's time for remember the music from Compay
Segundo, lbrahim Ferrer and Omara Portuondo that unfor-
tunately we only knew when Wim Wenders has made the
film Buena Vista Social Club (1999). The dynamic vision
needs only ‘visuality’, the possibility to create a creative
commitment (cultural/social). Design is the tool that can
embrace this new orchestra, emerging and proposing in
this mechanism of market an age of ethical sustainable
substance working with new methods and tools that he
dominates so well and passionately.
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Abstract

The future of the global market and of the society we live
in is increasingly influenced by creativity and the ability to
generate ideas, knowledge, innovation.

The term “Creative Class” includes the following catego-
ries: entrepreneurs, public and private executives, mana-
gers, researchers, and professionals.

ComON Design was launched by initiative of the Como
section of the Confederation of Italian Industries to allow
young European creative talents to get to know the territo-
rial industry and has laid the basis for a systemic coo-
peration between local enterprises on the one hand and
training institutions on the other.

The project therefore transfers knowledge within the
design sector and creates networks capable of promoting
the strengths of the local area.

To this purpose, the best performing students of Milan
Polytechnic’s course in Industrial Design, divided into
pairs, were assigned to several companies of the Como
District (DESALTO, LEMA, LIMONTA, LIVING DIVANI,
POLIFORM, RIVA 1920); the goal was to implement a joint
design project that would involve market experts and har-
monise production constraints and fresh creative energy.
All the prototypes resulting from the projects were then
displayed at the Triennale Design Museum of Milan.

The paper presents all the main aspects of this experien-
ce, creating a teaching model that integrates with the re-
ference local manufacturing industry; a training model that
has made to transfer the expertise and practical excellen-
ce of the local districts / clusters of creative companies.
KEYWORDS: Co-Creativity, Creative industries, Cultural
district, Design Innovation.

Introduction, Creativity and Territory

The Como and Brianza district is characterised by strong
design and textile industries, whose production stands out
for its high level of creativity.

This “colourful” culture “contaminates” the people living in
the area that extends north of Milan — hard-working, reso-
lute, proactive people.

The resulting industrial landscape is a close-knit network
of dynamic companies capable of experiencing a specta-

cular development and where competition can be extre-
mely challenging, but also ensures the district’s constant
evolution and competitiveness.

It was just from this creative-industrial “fabric” that ComON
was born in 2008, with the aim of allowing young creative
talents to get to know the design and textile professional
sectors. We decided to open up, to show young people
our world and to offer them a range of opportunities to
express their creativity.

The result was really impressive, and we had a chance not
only to teach, but also to learn a lot. This project docu-
ments this wonderful experience, mainly as regards the
ComON 2011 Design section. It is meant to convey an
optimistic message in a period of crisis like the one we

are going through at the moment. Change is needed, we
cannot resist: this is a challenge we have to, and want to,
take up.

This project documents this wonderful experience, mainly
as regards the ComON 2011 Design section. It is meant to
convey an optimistic message in a period of crisis like the
one we are going through at the moment.

Change is needed, we cannot resist: this is a challenge
we have to, and want to, take up.

Creativity Research/Actions:

DESIGN_ To this purpose, the best performing students

of Milan Polytechnic’s course in Industrial Design, divided
into pairs, were assigned to several companies of the Co-
mON circuit (DESALTO, LEMA, LIMONTA, LIVING DIVANI,
POLIFORM, RIVA 1920); the goal was to implement a joint
design project that would involve market experts and har-
monise production constraints and fresh creative energy.

FASHION_ In parallel, similar initiatives were launched

in the fashion sector. The students of the Fashion Design
Laboratory of Milan Polytechnic’s School of Design crea-
ted 150 “travelling garments” in line with ComON’s leading
theme - Nomad Culture - using the fabrics made available
by the textile companies of the Como district. The clothes
were presented at the two exhibitions in Como and Milan.

WORKSHOP_ The various pairs, supported by the com-
panies, developed the concepts of several prototypes

in line with the leading theme of ComON 2011 - Nomad
Culture. Every company selected and implemented one of
the projects, under the supervision of an outstanding tutor,
a designer and a Professor at Milan Polytechnic.

EXHIBITION_ The joint activities involved not only the
individual projects, but the entire communication strategy
as well as the promotion and dissemination of the results
achieved. All the prototypes resulting from the projects
were then displayed at the ComON Design.

Exhibition, which was held on the occasion of the launch



of the fourth edition of ComON. The exhibition was then
moved to the Triennale of Milan, allowing for a cultural /
geographical cross-contamination and further promoting
the project and its important achievements.

Creativity Sharing

The future of the global market and of the society we live
in is increasingly influenced by creativity and the ability to
generate ideas, knowledge, innovation.

The currently on-going transformation revolves around the
crucial role of human intelligence, knowledge, creativity.

It is a change that has been going on for years now, and
will continue for many years to come. It is transforming not
only our economies and our society, but also our life, our
tastes and our preferences, as well as the geography of
global and local competition, the structure of our cities,
our land, and the processes that take place, develop,
produce and are shared there.

Against this background, it is vital for the “local communi-
ties” not only to invest in and focus on their weakest and
most threatened sectors: equally important - for all the
stakeholders and the surrounding district as a whole — is
not to act alone, but to join together in networks based on
common and coordinated approaches and strategies, and
to establish and strengthen relations and synergies with
nearby districts and communities.

This project analyses the many different aspects of deve-
lopment and competitiveness in the Como area and the
latter’s relations with the world of education and research.
The goal is to highlight the need for an innovative, mul-
tidisciplinary approach capable of providing a better
understanding of our time, a useful investigation tool, and
interesting food for thought to entrepreneurs, researchers,
local authorities, politicians, and citizens alike.

This is obviously no perfect tool, and certainly leaves room
for improvement. For this reason, it should not be conside-
red as a goal met, but, rather, as a starting point. The Co-
mON project team will keep studying, examining, sharing
and cooperating with all the new players, organisations,
universities, and companies that will be willing to join it.

Creativity Network

The term “Creative Class” includes the following cate-
gories: entrepreneurs, public and private executives,
managers, researchers, and professionals; through this
term, a series of contradictions and difficulties is analysed,
stemming from an economic system in which the knowled-
ge and skills required “to be successful” are increasingly
wider and higher and, consequently, within the reach of
very few people.

The final objective is to achieve a system that recognises
and enhances the social and economic value of knowled-
ge and creativity, without, however, ignoring any potential
negative sides implied by this type of growth. Far-sighted
policies are thus required, aimed at a balanced develop-
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ment drawing inspiration from diversity and using the latter
as a creative lever for innovative applied research, the
final goal being to promote the local area and its players,
their stories and experiences.

ComON Design 2011 is set against this background: the
ability to observe different cultures (“Nomad Culture”).
The capability to share them as they constantly evolve
becomes a vital element, a lever capable of developing,
promoting and enhancing the local economic and cultural
context in which experience develops, through a tangible,
innovative, applicable research/action process.

The result is a totally new approach, whose innovative
features also lie in the interaction between and among
different cultures, in an attempt to establish a shared com-
munication channel, with the final goal of being prepared
to operate on a complex, dynamic and integrated market.

In this respect, Design implements the model of integra-
tion and - being a product innovation tool — it is expressed
in the transfer of technology to products and from pro-
ducts to society, thus promoting interaction and creative
sharing.

Creativity System

The vital role played by technology in terms of growth and
development has been recognised for a long time now. Te-
chnology offers people and companies the tools required
to express and develop their ideas at best, to create new
products, new services, new opportunities. Nowadays,
no aspect of creativity can be “competitive” unless it is
sustained by the best available technologies. It is therefo-
re crucial to foster the technological and business sectors
and the local innovative potential. Businesses, therefore,
play a fundamental role in the development of a certain
area, significantly contributing to its development through
the promotion of existing excellences, the exploration of
the most innovative solutions, and the enhancement of
the experience sharing and the contamination between
different cultures, thus opening up to new opportunities at
an international level.

The relations between and among the stakeholders opera-
ting in a certain geographical area are constantly evolving
and may be compared to a “complex living organism”.
With this project, the Como district aims to “absorb” the
needs, suggestions and proposals of the local community,
so as to contribute — through new ideas - to the develo-
pment of innovative projects and to offer an outstanding
example of experimentation. This project consists in a
research/action process that — while relying on the typica-
lly Italian “do it yourself” approach (a strength that, howe-
ver, often turns into a constraint for the companies’ growth
and competitiveness) — favours the cooperation with the
university and research sectors. The constant search for
innovation and cultural contamination aims to open up
new perspectives and promote the development of new
opportunities and new creativity.
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This is an ambitious project that keeps evolving year after
year. It represents an effective method combining cultural,
social and business excellence in a scientific, systematic,
efficient way, capable of creating a new fruitful coopera-
tion with the local institutions and business world. This
bears witness to the will and ability to find a new approach
and to promote networking, which is an innovative tool
capable of attracting professionals and creative ideas
from the outside, thus opening up new perspectives and
synergies at an international level.

It would be too easy to develop and “patent” a winning
recipe capable of ensuring that the companies resorting
to it and adapting it will be successful. This is why this pro-
ject mainly aims to highlight the need to prove the dyna-
mism of the Como industrial sector, which is still capable
of operating effectively and work on the development of
local strengths by sharing creative ideas and integrating
new processes and methods taken from the design world,
while increasingly strengthening the relationship between
product and services.

This project therefore embodies the Polytechnic’s concept
of “Design”, which means: experimentation, research, the
use of new materials and new technologies, a focus on
more experimental, polytechnic design, including all those
sectors in which design does not only imply creativity and
inspiration, but also research, experimentation, and the
harmonisation of technologies, craftsmanship and busi-
ness.

Creativity Culture

High-quality training in the design field, drawing inspira-
tion from international ideas and proposals and a design
stage reinterpreting the theme of Nomad Culture to create
contemporary design objects: this approach gave both
students and young designers an opportunity to specialise
and to find out about specific local cultural aspects which
they would never have discovered by working alone. The
result was a new design community characterised by high
added value that can be implemented and multiplied.

A teaching and research method, a path capable of inte-
grating the knowledge of the academic world (the formal
method), the know-how of workshops (the learning-by-
doing method) and the technical knowledge typical of the
manufacturing industry — a knowledge that can only be
transferred by directly involving the companies into the tra-
ining process: all this has allowed these young designers
to grow, not only by developing new ideas, but also by
taking part in all production stages within the companies,
from conception to design, all the way to final prototyping.

ComON Design thus also means creating a teaching mo-
del that integrates with the reference local manufacturing
industry; a training model that has made it possible, on
the one hand, to fill the existing gap between the needs of
the manufacturing system (which requires technical skills)
and those of the academic world (increasingly oriented
towards advanced design) and, on the other, to transfer

the expertise and practical excellence of the local districts
/ clusters of creative companies.

The ComON Design project therefore transfers knowledge
within the design sector and creates networks capable

of promoting the strengths of the local area. Against the
current complex global scenario, introducing innovation
into products and services is an absolute must in order

to sustain, in the long term, the new challenges posed by
global competition by seizing the opportunities offered by
emerging markets.

Fig. 1. Creative industries:
Riva 1920, Desalto, Limonta, Lema, Living Divani, Poli-
form.

Creative Communication

Another essential aspect was the exploitation of all the
new communication channels that have appeared fo-
llowing the evolution of the media and of communication
languages in general. A multi-channel communication sys-
tem was thus established which, by gathering a wide ran-



ge of documentation regarding the project’s development,
allowed to draw up an interesting reportage that does not
simply describe the project, but can also be used to repli-
cate its most significant and successful aspects.

The material gathered provides detailed information on
various products and services, it shares stories and indivi-
dual/collective experiences, and features a wide range of
documentation on the entire project, its subsequent steps
and the players involved — everything in a new fast and
easy-to-share communication format, following the various
project stages, meetings, and presentations step by step
and describing them by directly involving the main actors:
the designers, companies, the project team, and the insti-
tutional representatives involved.

Its production was entrusted to professional studio and to
Milan Polytechnic’s Movie Design Laboratory, which have
also produced a multimedia product, putting across the
complexity of a project like ComoOn on different types of
media.

These promotion and dissemination channels have dra-
matically increased the visibility of the initiatives carried
out and their results, benefitting both the participating
designers and, particularly, the entire local district and
the companies taking part in the project, which have thus
strengthened their image and synergy with the local area,
opening up to new international contaminations.

Conclusion: develop industrial district, develop colla-
borative network.

The challenge for all industries is to think creatively and
re-invent themselves constantly. Today’s enterprises need
more innovative forms of management, marketing, pro-
blem- solving, and greater use of design inputs. One way
to advance creativity and innovation is by promoting colla
boration and convergence among different industries.
These convergence centres enable the co-location of
various organizations and individuals working in different
but related sectors, breaking down silos thereby fostering
‘collisions’ that inspire new processes, ideas, products
and companies. Such environments foster collaboration
among different sectors and encourage firms to think
creatively. Nascent creative talent and enterprise plays
an important role in job creation, wealth generation and
other social and economic spin-offs. By addressing the
challenge facing the creative sector, a territorial district
can reap the full benefit of its creative entrepreneurs and
enterprises.

The project shows at last that to fill the distance between
industries and technology trough design means to fill

the gap between industries and design itself trough an
involving learning experience where concrete action and
activities intersect and produce real action, the project
aims o improve the actual model of generating innovation
and promoting education in design, developing, mana-
ging and supporting new knowledge -sharing processes.
This is a concrete example how generating a collabo-

rative self-fed system keeping the research system and
the industry closer and ready to face together any future
challenge of the international context.

The design sector is an obvious strength of the regio-
nal economy with the potential both to contribute to the
region’s productivity and to become as internationally
recognized needs:
- Strategic promotion of local design, locally and inter-
nationally.
- Promotion of the value of design to key industries.
- Promotion of design-related professions in schools.
- Inclusion of design in public sector innovation and
commercialization strategies, where the current focus
rests heavily on R&D and technology.
- Provision of incentives for incorporating design servi-
ces.
- Strategic placement of designer-consultants in busi-
ness incubators, convergence centres, and science
and business parks.
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Abstract

Many international management programs have capitali-
sed on the value design can have upon potential business
solutions and strategies (Martin, 2009 & Brown, 2008) as
well as many international design programs introducing
designers to business theory and curriculum (Manzini &
Rizzo, 2011). This paper presents the findings from struc-
tured interviews with undergraduate design students and
design industry professionals. Current literature surroun-
ding design led innovation and the role designers’ play is
also discussed and the challenges facing designers in this
emerging design era are presented. The findings from this
study indicate that most designers enter an undergradua-
te program not wanting to become the business leaders of
tomorrow. Instead, they enter in the hope they can humbly
help people and to make a difference in the world. The-

re are contentions with this perspective, felt by industry,
academia and students around why designers need to be
taught business theory content. This paper provides the
first step to overcoming this challenge by providing insight
into the attitudes, perceptions and challenges designers
face in this new design era.

KEYWORDS: business strategy, design education, design-
led innovation

Introduction

Traditionally, the role of design within companies has been
confined to manufacturing and production — or — as a
styling afterthought. Increasingly, design is being viewed
as a vital and important strategic business resource
(DellEra et al., 2010) and consequently companies world-
wide look to design to help them innovate, differentiate
and compete in the global marketplace. The role of the
designer as professional is developing to a point where
they are needed and wanted for much more than as spe-
cialists in the manufacturing and aesthetics of an artefact
(Wrigley & Bucolo, 2011).

Whether this development of the design profession could
have been predicted, is an argument of historical trends
to consider. For example, William Morris in his time would
consider a designer as an artist (Gorman, 2003). However,
advancements in technology have enabled mass-produc-
tion to take place, and designers have indeed become
specialists in manufacturing, ergonomics and aesthetics.
We are now coming to a time when it takes more than new
technology for a design to be truly innovative. Designers
are now being brought into the design process, not as a

late stage add-on to make products or ideas attractive to
customers, but at the stage where they can create pro-
ducts and services to successfully meet the customer’s
needs and desires (Brown, 2008).

More and more business are starting to see the value de-
sign brings as a different way of thinking, doing and tac-
kling problems from outside the box. In practice, design is
key to greater productivity, whether by way of higher-value
products and services, better processes, more effective
marketing, simpler structures or better use of people’s
skills. Design is no longer a niche market luxury. It is the
most pervasive method for businesses to solve problems,
ensuring long-term sustainability and gaining competitive
advantage. This is done by properly employing, carefully
evaluating, skilfully managing and soundly implementing
design throughout all aspects a company’s business
strategy.

Design led innovation, broadly refers to a set of methods
which allow the designer to consider and evaluate their
design development from multiple perspectives, typically
spanning user needs, business requirements and techno-
logy demands. The final design solution is not presented
as an artefact in isolation, but an integrated product and
service concept. As the design profession moves from
servicing a manufacturing economy to a knowledge eco-
nomy, the role of a designer assisting their clients has also
evolved and new approaches to design are being used.
Design led innovation is a strategy that aims to radically
change the emotional and symbolic characteristics of pro-
ducts through a deeper understanding of broader chan-
ges in society, culture and technology. Rather than being
driven by user needs or technological developments,
design led innovation is pushed by a firm’s vision about
possible new product meanings and languages that could
diffuse in society (Verganti, 2008).

Design Led Innovation Literature

Design led innovation (Bucolo & Matthews, 2011; Wrigley
& Bucolo, 2011), or “design driven innovation” (Verganti,
2008), or even “design thinking” (Beckman & Barry, 2008;
Brown, 2008), is a strategy that encourages businesses
to think about their products (or services) in new ways.
Using methods central to the discipline of design, design
led innovation pushes change in products, technologies,
services and strategies; where the final solution is “not
presented as an artefact in isolation, but an integrated
product and service concept” (Wrigley & Bucolo, 2011,

p. 232). The design led innovation process is defined by
Bucolo & Matthews (2011) as having a vision for growth in
your business based around deep customer insights, then
expanding this vision with your customers and stakehol-
ders in order to map these insights to all aspects of your
business.

Unlike the linear problem solving approaches of other
disciplines (such as accounting and mathematics), the de-
sign process is iterative. Designers employ tacit knowled-
ge and intuition during the exploration and development of
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potential solutions. Using divergent and convergent and
integrative thinking, design teams investigate concepts
through brainstorming and rapid prototyping. This process
is intended to be quick and cost effective. Central to this
is a subjective consideration for the user; as such, storyte-
lling, narratives and experience mapping are used to
generate deep customer insights and identify latent needs
(Erickson, 1996; Shostack, 1993).

In applying these tools, the design led innovation method
collectively considers the perspective of all stakeholders
and key components of a firm’s business model — the
process “reflects both the construction of innovations...
and their reception by the public” (Hargadon & Douglas,
2001, p. 499). The design led innovation method aims

to alter a firm’s vision about the ‘meaning’ and use of its
offering to create growth and sustainable competitive
advantage. Ultimately, it changes the customer value
proposition (Bucolo & Matthews, 2011; Verganti, 2008;
Wrigley & Bucolo, 2011). While the process is not fail-proof
and not every concept will be realised, it is intended to be
a process whereby knowledge gained in each iteration is
used to inform the next, by challenging and re-framing the
idea constantly.

Design led innovation describes a managerial approach to
culturally embed design within a business and to enable
strategic and radical innovation to occur. It is this differen-
ce that affords design led innovation a unique opportu-
nity for radical innovation in business value propositions.
This is achieved by using the designer’s sensibility and
methods to match people’s needs with what is techno-
logically feasible and what a viable business strategy

can convert into customer value and market opportunity
(Brown, 2008).

Figure 1: The Design Led Innovation Framework (Bucolo &
Matthews, 2011, p.8)

The design led innovation framework (Figure 1) as develo-
ped by Bucolo and Matthews (2011), allows designers to
integrate the tools of their profession into the framework,
while revisiting and relating the observational solutions to
the current company strategy. The framework can also be
related to Brown’s (2008) discussion outlining that design
projects must ultimately pass through the three spaces of

inspiration — opportunity, ideation — solutions, and imple-
mentation — competitive strategy. “Projects will loop back
through these spaces more than once as ideas are refined
and new directions taken” (Brown, 2008, p. 35).

Design led innovation places the designer as the catalyst
for developing, evaluating and managing the implemen-
tation of change within the organisation. The application
of a design led innovation approach challenges socially
constructed perceptions of the role of a designer within
industry. While the role of the designer will evolve, the key
activities of a designer remain largely unchanged with the
practical development of a design led innovation ap-
proach (Bucolo & Matthews, 2001). The changing role of
the designer has also created a new research landscape
for how design led innovation is applied within industry-
based projects. This study aims to explore these new
opportunities by exploring the following objectives and
research questions:

- To better understand the attitudes in the industrial

design industry and student cohort towards the design

led innovation as a new role for design.

- To better understand the perception the industrial
design industry and student cohort have towards the
theory and process of design led innovation.

- To unpack the challenges facing the industrial design
industry and student cohort in regards to the field of
design led innovation.

Methodology

This research investigates the perceptions, attitudes

and challenges that current design undergraduates and
design industry practitioners face in adopting design led
innovation principles into their work practices and skill set.

Participants

Twenty participants were recruited to participate in this
study. This included students (n=10) and design pro-
fessionals (n=10). Students were invited to participate
based their enrolment in the Industrial Design course at
the Queensland University of Technology. Industry design
professionals were recruited nationally. The participant’s
level of industry experience varied, and spanned a variety
of roles including; service design, design director, studio
manager, product manager and consultant. The sizes of
the businesses in which they were employed varied, from
310 200 employees.

Procedure and Protocol

Data were collected through structured in-depth inter-
views, asking questions pertaining to participant’'s current
understating of design led innovation, the designers’ role
and their attitude towards a shift in the design industry.
Each interview took approximately forty minutes and were
conducted face-to-face and over the phone.

The questions asked of the industry professionals per-
tained to their role as a designer, their understanding of



design led innovation and their opinion of whether they
saw design led innovation as a form of design.

The next stage of the interview involved a case study of
an Australian company and it’s transformation using a
design led approach. This case study was explained and
shown visually through an adapted framework outlined in
Figure 1 (Bucolo & Matthews, 2011). Questions were then
asked to find out if the participant’s perceived the design
led innovation process in this case study as the role of a
designer, or not, and why. Practitioners were also asked if
they would want to offer this process as a design capabi-
lity inside their business, and students were asked if this
was a skill set they would want to perform in industry.

The final stage of the interview sought to identify how well
the participant’s education prepared them for this type of
role. Participants were also asked if they believed they
were missing skills or capabilities that they feel are nee-
ded for this new design role. Additional questions were
asked of the student participants pertaining to; why they
wanted to study industrial design, what they saw as their
ideal job in design, and what they imagined the future role
of design to be in their profession.

Analysis and limitations

The interview transcripts were thematically analysed to
identify key categories and themes within the data. The
results were filtered into the two different groups of partici-
pants (students and industry professionals).

This study is not without limitations. The authors’ capacity
to generalise the findings more broadly is limited by the
sample size of this study. The findings presented in this
paper are specific to the interview cohort in this study - 10
students and 10 design practitioners in Brisbane, Austra-
lia; and are not intended to represent designers generally.
The findings of this research are presented in the following
section.

Results

The objectives of this research project were to identify the
attitudes, perceptions and challenges of industrial design
students, and design industry professionals regarding
design led innovation. These results varied between the
two participant pools and the following outlines the results
of each.

Design Industry Attitudes and Perceptions

The attitude of most practitioners was generally positive
regarding their perception of this new field of design led
innovation. Designers indicated they would generally
embrace this new undefined role. They perceived this new
role as a more strategic thinking approach to how they
pitch their services to clients. They were inquisitive and
curious to know more about it and how to facilitate it in
practice. One participant stated “this new form of design
can have maximum impact on the return of investment for
my clients”. Design practitioners perceived that design
led innovation allowed the broader field of design to have
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a greater impact on businesses beyond the creation of
products and logos. One participant stated “design led in-
novation acts as enabler to allow innovation to occur within
every aspect of the business. Making design fundamental
to a business’s success”.

Some practitioners, however, were a little hesitant, they
were concerned that those who had not been taught how
to execute the design led approach, did not know how

to produce measurable outcomes from the process, and
expressed concern about being involved with it. As one
participant states “at this point | would not feel completely
confident in facilitating this process, | probably could but |
am not an expert and mistakes will be made”. One practi-
tioner even went so far as to say he did not want to “make
a fool of myself in front of my boss when | propose new
methods”.

Additionally, many established designers are uncertain
about this new role. They indicate that it appears hard to
offer as a service to clients, because they do not know
what the business model would be. A shift in thinking is
needed regarding how designers charge for an intangible
outcome, solution or advice. One practitioner claimed
“how do you make money from this, it is very difficult to get
paid for something where there is not a defined or tangible
outcome”.

There was a common misunderstanding in practice about
the theory of design led innovation and it was often con-
fused with “design thinking”. Also, there was a common
misunderstanding as to how the set of skills and tools are
used by designers differently in the design led innovation
process, as opposed to current methods used to generate
different thinking styles such as design thinking.

Most practitioners held a basic understanding that design
led innovation involved “people focused approaches”
(participant) instead of “deep customer insights” (Beck-
man & Barry, 2008). The participants referred to these in
various ways and only some had the extended unders-
tanding that it requires the designer to look beyond the
end user instead of focusing on all stakeholders involved.
Additionally, the cultural transformation that occurs within
the company was not mentioned or recognized to be
apart of the design led approach until after a definition
was provided. At this point, one participant mentioned
that, “cultural issues are an important element that | did
not raise in my understanding, possibly because it is the
hardest thing to do”.

Design Industry Challenges

Challenges were outlined by practitioners most of which
pertained to the articulation of measurable outcomes to
clients and dealing with an outcome that is not tangible.
This was expressed as a concern in the process itself and
then communicating it to clients, and, more importantly
selling it as a service. “From a business leaders perspecti-
ve, design led innovation can seem somewhat vague and
ambiguous with limited tangible and measurable outco-
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mes seen at the outset of the project” as one participant
stated. This relates to issues many industry professionals
face surrounding how to deal with a clients expectations
and what evidence is needed to show that this service has
value.

Another challenge for the design professional was the
language barriers designers experience when conversing
with businesses and their needs. One participant articu-
lated this well by admitting that they “would benefit from
more exposure to conventional business thinking to be
able to speak the language and understand the viewpoint
of those who | would be helping”. Design professionals
were also unsure of how to produce a convincing delivery
to influence clients to engage with this process — which is
different to the traditional product projects they are used to
working on. The issue of how to create a good client rap-
port and getting them to trust and put faith in something
that was new to the design professional. The challenge of
how to ‘sell it’ to them if you do not know what the outco-
mes will be. One design professional stated:

...how do you deliver it, convincing clients to enga-

ge design without knowing the results that they can

expect. We know the process works but the results are

not known at the start of the project, so essentially we

are asking the client to place a lot of faith in the design

process...

One of the biggest challenges for the professional design
industry is learning how to re-train their approach, by

not jumping to solve immediate solutions like small more
tangible design tasks at the beginning. The challenge lies
in taking the focus away from the end user as the central
variable; this is difficult for designers to do. “l was taught
to understand user in terms of ergonomics which has led
to a culture of always understanding end users in this
way” was one design professional’s statement in regards
to making this shift in thinking.

Design Students Attitudes and Perceptions

In contrast to the design industry professional only a
small portion of the industrial design students expressed
a positive attitude towards design led innovation. This is
because it was mainly seen as a means to create more
job opportunities for them when they graduate. From the
explanations and definitions and case studies given in
the interview, design led innovation was characterised by
students “as a process that uses design skills, but it just
executes them on a different level”. They also saw it as

a way to differentiate themselves to other graduates and
recent graduates competing for the same jobs, “It will di-
fferentiate you as a designer and as this new designer you
will have more impact and a chance to span every aspect
of the business not just product design”.

Many students expressed negative perceptions and attitu-
des towards the design led innovation approach. This was
centred on their strong social ideals about the reasons
why they decided to study design in the first instance.
Most design students undertook their industrial design de-

gree wanting to contribute, even if slightly, to a cause and
to solve the worlds humanity problems. Problems such as
better drinking water capabilities in Africa, products made
from sustainable materials, a new walking frame that assist
the elderly in a better way or by helping blind people
cross the road, etc. The students interviewed indicated
that they are ambitious to sink their teeth into humanities
problems and are genuinely interested in helping people
through their designs. The need and demand for a design
led approach to innovation is to increase Australia’s GDP
and to obviously increase profits of the company engaged
in the process. Students, however, indicated that they had
issues with this perspective. In fact, they did not want to
be linked to an outcome such as top line growth.

In contrast to this there were also a number of students
who embarked on an industrial design degree to design
aesthetically pleasing physical products that they can
touch, feel and create, like crafts. The drive to be more of
an artisan and invent as well as create futuristic luxuriously
styled products is evident in first year students. These
students have the ambition to become the next Philippe
Starck and design the next Apple iPhone. Or, they wish

to be famous and their brand becomes their product and
takes centre stage over the design. One student indicated
that he was adamant that “I just want to design a sexy
flying car!”

Design Students Challenges

Like the design professionals, students also struggled
with how they would articulate an intangible outcome to
themselves and to clients. The student’s inability to detach
themselves emotionally from their tangible product desig-
ns was evident. This was seen when they moved to an in-
tangible solution using the design led approach, students
tended to detach emotionally and invest/care less about
the outcome. Additionally, their perception of who they
are as a designer was seen to be a large challenge. One
student stated that talking about money in a design class
is just not done and “can be considered as selling out or
going over to the dark side”.

Students were also challenged by how this approach is
executed from within design firms. They are confused as
to how they would do this in the workplace, and certainly
do not understand how this new business model will work.
Their understanding to date on a designer’s business
model has been based around the traditional approach
that the designer exchanges designs, concepts, models,
prototypes, manufacturing details for money from a client.
The idea of the intangible and how you measure worth,
value and trade it for money appears to be too complex.
This brings uncertainty and disengagement from students
waiting to be involved in the design industry after gradua-
ting. One student stated that it “is breaking through our
own perception of who we are as designers, what we can
offer and our value to business. If we can break through
this understanding as more than pure aesthetic and CAD
associations than we can over come such stereotypes as
what would | know about business, I'm just a designer.”



Another challenge facing design students is the language
barriers that are obvious when conversing with busines-
ses. Students were open about the gaps in their knowled-
ge and lack of understanding regarding the drivers of
business and how to communicate their messages to the
business world. Businesses and designers have different
drivers and they appreciate different things. Businesses
are constrained by the laws of reality and designers ap-
preciate innovative ideas — not simply thinking as far out of
the box as possible. A final year student indicated this in
their response to the educational question, stating:
...the teaching of design in relation to business world
needs to be integrated into the curriculum from 1st to
4th year rather than one unit at the end of the degree.
This way, students are learning and cultivating their de-
finitions of design as a skill and a role with the business
facets exposed. Come 4th year many students have
already cultivated their expected role as a designer and
lose faith in the business level of design and its impor-
tance.

The final challenge, identified through the case study
questions in the interview for design students, was how
they take the focus away from the end user and the end
product solution. Too often they jump-in and start solving
the immediate design problems, such as a brand re-
design, new website etc. Design students are taught to
solve problems, answer briefs and do exactly what the
assessment item asks of them — they are not encouraged
to challenging it. Nor are they challenging if these are the
right problems to be designing for in the first place. This is
a crucial re-frame technique in the design led innovation
process.

Implications for Education and Industry

The practice of design has seen a rapid transformation
over the past decade (Wrigley & Bucolo, 2011). As part
of this transformation, the profession of design has also
evolved to meet the growing expectation of clients. In
recent years, designers typically have formed part of a
larger eco-system of professionals, which develop in-
novative sustainable products and services for a wide
spectrum of clients. To meet this changing demand, the
knowledge and skills of a contemporary industrial desig-
ner have expanded to compliment their existing expertise
in manufacturing design, but to also consider the expe-
riential, business and supporting services of a final design
solution. Often designers are brought into a project at an
earlier stage and it is expected that they assist in defining
a product strategy rather than solely defining a one off
solution (Behrendorff et al., 2011).

The knowledge and application of design led innovation is
rapidly becoming a foundational skill for design graduates
all over the world. As this content continues to evolve so
must design education and industry practice in its percep-
tion and engagement.

As design led innovation experiments with the traditional
role of an Industrial designer, this new area remains not
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for everyone, student and industry. Yet as this theory and
application is emerging as a new global trend in indus-
trial design education, the opportunity is to capitalise on
the establishment and opportunities granted — especially
in Australia, there is current high demand for this new
designer. Yet, the challenge still remains —to change

the mindsets of educators, academics, design industry
professionals and especially the design students in their
attitudes and perceptions as to what exactly this new role
involves and requires.

The recommendation from this study is that designers
need to become experts in defining the design led inno-
vation process and executing this new task. By setting a
strong path with clear objectives and measuring the intan-
gible milestones of the project, the design profession will
be one step closer to overcoming the issues outlined by
practitioners and students. The key to overcoming these
challenges will involve people skills not just design skKills.
The end goal is not to convince designers to become
business leaders or to change who they are as designers,
but to integrate the two so that they are able to communi-
cate better with the business world.



References
Beckman, S. L., & Barry, M. (2008). Developing Design Thinking
Capabilities. Academic Research Library, 24(82)

Behrendorff, C., Bucolo, S., & Miller, E. (2011). Designing disrup-
tion: linking participatory design and design thinking in technolo-
gy orientated industries. Proceedings from the DPPI 2011, ACM,
Politecnico de Milano, Milan.

Brown, T. (2008). Design thinking. Harvard Business review,
June, 85-92.

Bucolo, S. & Matthews, J. (2011). A conceptual model to link
deep customer insights to both growth opportunities and organi-
sational strategy in SME's as part of a design led transformation
journey. In Design Management Toward A New Era of Innovation,
Hong Kong Convention and Exhibition Center, Hong Kong.

Dell’Era, C., Marchesi, A., & Vlerganti, R. (2010). Mastering
Technologies in Design-Driven Innovation. Research Technology
Management, March 2010, 12-23.

Erickson, T. (1996). Notes on design practice: Stories and
prototypes as catalysts for communication. In J. M. Carroll (Ed.),
Scenario-based design: Envisioning work and technology in
system development (pp. 37-58): John Wiley & Sons.

Gorman, C. (2003). The Industrial Design Reader. New York:
Allworth Press.

Hargadon, A. B., & Douglas, Y. (2001). When Innovations Meet
Institutions. Edison and the Design of the Electric Light. Adminis-
trative Science Quarterly, 46(3), 476-501.

Martin, R. L. (2009). The design of business: why design thinking
is the next competitive advantage: Harvard Business Press.

Manzini, E., & Rizzo, F. (2011). Small projects/large changes:
Participatory design as an open participated process. CoDesign,
7(3-4), 199-215.

Shostack, G. L. (1993). How to Design a Service. European Jour-
nal of Marketing, 16(1), 49-63.

Verganti, R. (2008). Design meanings and radical innovation: A
meta-model and a research agenda. Journal of Innovation Mana-
gement, 25, 436-456.

Wrigley, C., & Bucolo, S. (2010). Teaching Design Led Inno-
vation: the future of industrial design. International Journal of
Design Principles and Practices, 5(2), 231-240.



NOIAVAGNN

A\




IOITAVOUVI

¥



Artistic designin a
competitive world

Per Galle and Anders Brix | pga@kadk.dk, anders.brix@
kadk.dk

The Royal Danish Academy of Fine Arts, Schools of Archi-
tecture, Design and Conservation. Philip de Langes Allé
10, DK-1435 Copenhagen K, Denmark.

Abstract

To achieve competitive advantage in order to survive on

a globalized market, industries and companies percei-

ve an urgent need for innovation. Design is increasingly
considered a success factor of innovation, and accordin-
gly governments are devising design policies to harness
design for ‘driving’ innovation, and hence boosting com-
petitiveness. Thus the design community finds itself under
increasing pressure to meet new requirements. There is
evidence to suggest that the predominant political dis-
course in terms of competiveness of nations and their
industries, may lead to design policies that are neither
entirely rational, nor beneficial to the design community
and to community at large. From our vantage point at

a Danish academic institution for research-based artis-
tic design education, we review some of this evidence,
analyse the problems connected with design policies,
and suggest how the design community might respond to
design policy-making in order to help prevent its detri-
mental effects. We find that while obviously policy makers
carry a heavy responsibility, so too the design community
should use whatever influence it has to ensure rationality
and legitimacy of design policies, and to encourage policy
makers to create framework conditions for design that will
unleash its true potential for contributing to the society of
which it is part.

KEYWORDS: globalization, competitiveness, political re-
form, innovation, design policies, artistic design.

Introduction

Means of transportation and communication have reached
a stage of development that allows people, goods, in-
formation and capital to travel around the world at un-
precedented speed and scale. The Iron Curtain is gone.
Former developing countries have gained technological
and economic momentum and are becoming significant
players in global markets. Globalization, though not a new
phenomenon, has accelerated over the last few decades,
and has become a worldwide political-economic project.
According to Pedersen (2011, pp. 45, 48), globalization

is not oriented toward a particular purpose, but proceeds
through multifarious conflicts, and is driven by a set of
neoliberal ideas (ibid, pp. 18-30) that have led interna-
tional organizations and national governments to act,
since the late 1990’ies, ‘as if they are engaged in a global
competition among nations’ (ibid, p. 48, emphasis original,
our translation).

As a consequence, the role of the state has changed

(ibid, Ch. 2), at least in Western societies such as the
United States and the EU , from ensuring the employment
and welfare of citizens, and protecting the ‘home market’
against international competition (through import regula-
tion and subsidizing of national industries), to quite a diffe-
rent role of stimulating international competition (through
financial deregulation and international agreements about
open markets) and ensuring competitiveness of the nation
(through policies designed to ensure the most efficient
utilization of labour, capital and other factors that affect
productivity).

The notion of competition among nations has gained such
currency, and the political discourse about it such domi-
nance, that a growing number of institutions are publishing
indices and ranking systems, purportedly measuring and
comparing the competitiveness of nations; and govern-
ments can now justify the necessity of reforms by appea-
ling to the national position in the global competition, and
in what areas the nation is ‘lagging behind’, according to
the indices (Pedersen, 2011, p. 61). Such reforms pertain
to all levels of society, it would seem, down to and inclu-
ding research and education, whose ability to enhance
competitiveness through innovation and creativity must be
put to good use (ibid, p. 58).

On this background it seems fairly obvious that design
and design education are very much in the searchlight

of political reform, and there are signs already that they
will be harnessed to serve the quest for competitiveness.
From our vantage point within research-based design
education at an artistic-academic school of architecture
and design located in Denmark, we seek to gauge the
possible effects of such a development on design and
design education, and to suggest responses that are both
politically viable and true to the academic and artistic
ethos of design. Because our personal experience hap-
pens to be in architecture and industrial design, our view
may be biased towards design of material artefacts; but
we recognize that nowadays design has many other fields
of application. We will mostly draw on examples from
Europe, and in particular Denmark, but we believe that
since the political quest for competitiveness that we are
discussing is concomitant to globalization, our considera-
tions may apply, by analogy, to other countries undergoing
similar developments.

In section 2 below we review some evidence of how the
discourse of competitiveness pervades the context of de-
sign and design education, and has given rise to specific
innovation and design policies that may or will affect our
professional field. The effects of design policies very much
depend on their perceived legitimacy; an issue discussed
in section 3. Based on that, section 4 offers a discussion
of how political reform for competitiveness, unless care-
fully adapted to existing professional culture, may affect
artistic design and design education in ways contrary to
the intention. In section 4 we also consider the possible
responses to this challenge. Finally, section 5 summarizes
our main findings about the pros and cons of design poli-



cies, and puts them into a larger perspective.

Competing for competitiveness: the arms race of
policy-making

To understand the pivotal concept of competitiveness,

it may be instructive to consult an authoritative source.
According to the glossary available at Europa.eu (the
‘Official website of the European Union’), ‘[a] competiti-
ve economy is an economy with a sustained high rate of
productivity growth’ (EU, n.d.-a). Note that to make the
economy competitive, it is not (only) productivity itself
that must maintain a high level, but its rate of growth. A
commentary accompanying the definition explains that ‘[t]
0 be competitive, the Union must outperform in terms of
research and innovation, information and communication
technologies, entrepreneurship, competition [sic], educa-
tion and training.’

To us, the considerations on competitiveness made by the
various political bodies of the European Union concerning
artistic education are of particular interest. For example,
the European Parliament issued a resolution on ‘artistic
studies in the European Union’ (2009). In the preamble to
the resolution, the Parliament observes that ‘[...] schools
and centres for art and design education help to develop
philosophies, to create new artistic styles and movements
and to open up different cultural worlds, which stren-
gthens the European Union’s image in the world’. To a
faculty member of a European design school, this seems
a gratifying recognition of the value of his contribution to
the greater scheme of things. However, in the main part of
the resolution, where the formal decisions are described,
the Parliament (somewhat reluctantly, it seems) admits that
‘this is a matter for the Member States’, but nevertheless
‘considers that policies on artistic education ought to be
coordinated at EU level, particularly in relation to [...] the
link between artistic education, creativity and innovation
[...] (emphasis added). Furthermore (among many other
decision statements expressing views, reminders, and
proposals concerning artistic education at all levels), the
Parliament ‘[c]alls on the Council, the Commission and
the Member States’ to honour a long list of requests, some
of which are about adopting a certain attitude rather than
about taking actual action: For example, the Council,
Commission and Member States should ‘recognise the
importance of promoting artistic education and creativity
in the context of a knowledge-based economy, in ac-
cordance with the Lisbon Strategy’. However, as attitu-
des go, this one, if taken at face value, has far-reaching
implications in terms of actual action: The Lisbon Strategy
(launched March 2000 by the European Council meeting
in Lisbon), posited the goal of ‘making the EU the world’s
most competitive economy by 2010’ (see e.g., Eurostat,
June 30, 2010, emphasis added). The resolution does
not specify explicitly how ‘promoting artistic education’ in
the knowledge-based economy will contribute to bringing
about the desired level of competitiveness (but see further
to this in the next paragraph below); it only rather mildly
advises the Council, Commission and Member States to
recognise ‘higher arts education at all three [academic] le-

vels [...] (Bachelor, Master, Doctorate), thereby improving
the mobility of artists within the EU’. Presumably on the
assumption that such increased mobility will encourage
prospective artists to seek out the education (in Europe)
that best equips them to work at ‘making EU the world’s
most competitive economy’.

However, examples of more explicit proposals for change
in design education and research, abound in a ‘Commis-
sion staff working document’ entitled ‘Design as a driver
of user-centred innovation’ (Commision of the European
Communities, 2009). Starting from the working hypothe-
sis ‘that design is a driver and tool for user-centred and
sustainable innovation and differentiation, complementary
to technological R&D, and that increased use of design
could increase European competitiveness’ (p. 7), the
authors set out to analyse ‘the importance and potential
of design as a tool for innovation’. Thus, compared to
the parliamentary resolution just cited, the goal is much
narrower, and it is made clear from the outset that the
conception of design is purely instrumental: design is a
‘tool’ for innovation, and the idea that design (or design
education or design research) might serve other purpo-
ses than those of innovation (say, artistic ones), does not
enter into the analysis. However, innovation is seen, not
as the ultimate goal, but as a means to achieve further
ends: ‘[ilnnovation is a key driver of competitiveness and
economic growth, and part of the solution to environmental
and social challenges’ (p. 5). Quite in accordance with
Pedersen’s observation that the quest for competitive-
ness brings research, education and creativity into focus
(2011, p. 58), the report goes on to make specific recom-
mendations of reforms in these areas, and ends with an
‘annex’ listing a variety of (divergent) ‘international design
rankings’, of which the Design Competitiveness Index is
mentioned as ‘the most commonly cited’. Again, this is
quite illustrative of what Pedersen says (ibid, p. 61) about
the emergence of index-producing institutions, and their
role in the justification of political reforms (see section 1
above). As for the specific reforms proposed (or hinted
at as desirable) in the working document under scrutiny,
examples include the following (interpretations in italics
added by us):
- Design research should be integrated with innovation
research: ‘Design research is still a comparatively small
discipline, often insufficiently integrated with the more
established discipline of innovation research’ (p 53).

- The state should change design education so as to
ensure designers with the right competitive skills: ‘The
lack of designers with the right skills [...] is another
area where the state could have a potential role to play.
The role of design education cannot be overestima-
ted as a driver of design excellence and competitive
advantage’ (p. 56).

- Designers should be skilled in strategic user-centred
design (etc.): ‘The challenge is the lack of designers
with the right skills and experience in view of recent
developments in the area of design, such as strategic



user-centred design, eco-design, ‘design for all’, de-
sign management and computer-aided design. Design
consultants who lack for example basic business and
management skills may have difficulties convincing
industrial clients’ (p. 57).

As for the latter problem, we note with some unease

that the report ignores the alternative solution: changing
business and management education so as to provide the
industrial clients with ‘the right skills’ to understand their
design consultants.

Despite the high level of detail and specificity exemplified
above, the report ends by concluding, somewhat surpri-
singly, ‘the efforts that will have the most effect on the use
of design as a tool for innovation and competitiveness are
not those of the European Commission. These efforts will
have to come from policy makers at national, regional and
local level in Member States, from design associations,
design councils and design centres, from educational
institutions, from design buyers — consumers as well as
institutional buyers — and, not least, from companies’ (pp.
59 f). So, contrary to what the European Parliament con-
tended (viz. ‘that policies on artistic education ought to be
coordinated at EU level’) this report ends up recommen-
ding that policies be developed more locally, in the Mem-
ber States. (Since there is no logical connection between
the body of the report and this recommendation, we might
suggest as a plausible explanation, that the latter was
added out of prudence, rather than conviction, in order not
to violate the Principle of Subsidiarity.)

And indeed design and innovation policies are being
developed locally, at various levels in the Member States
—as well as outside the EU. In a recent paper, Hobday,
Boddington and Grantham (2012) trace the history of
innovation and design policies, comparing the two lines
of development. While focusing mainly on the UK, the EU
and the US, Hobday et al also note that ‘there is evidence
of a wave of similar policies within East Asia and China
with competition from the latter used to justify policies in
the West’ (p 272). Quoting a 2010 UK design policy as an
illustrative example of this, they remark that ‘foreign com-
petition and the existence of foreign government policies
are often cited as a rationale for domestic government
intervention’ (p. 274). So, just as indices and rankings, if
taken as warnings about the superiority of one’s compe-
titors, may be used to justify a specific policy intended to
bring one’s own nation or industry or sector or institution
to the front of the race for global leadership (cf. Pedersen,
2011, p. 61), so it would seem that the existence of such
policies may be used, in a similar manner, but now at a
metalevel, to justify the need for making further policies.
As Hobday et al say, using a striking metaphor, ‘[tJhese
perceptions of external competition and leads and lags in
policy can lead to a ‘policy arms race’ with policy groups
competing to outdo each other in claim and counter claim’
(p. 274; examples of competing ‘policy groups’ might be
EU vs. Asia vs. US). In other words, the all-pervasive idea
of competing nations, by a highly persuasive logic of its

own, similar in nature to that of warfare, engenders as its
equally powerful offspring the idea of nations or regions
competing for competitiveness.

The issue of legitimacy of design policies

So the artistic design world finds itself (as indeed many
other parts of society) at the receiving end of an unwieldy,
but potentially very influential, system for the exertion of
power. How should we face that challenge? The answer,
we believe, very much depends on another question that
we shall therefore consider first: does that power system
possess enough legitimacy for us to (be morally obliged
to) abide by its rulings?

As briefly noted in the above analysis of the EU report
‘Design as a driver of user-centred innovation’ (Commision
of the European Communities, 2009), its appendix cites
a number of international rankings of nations with respect
to their design competitiveness. As also noted, these
rankings show divergent results: the same nation may
achieve a good rank according to one system, and a bad
one according to another. Prima facie, this does not speak
in favour of trusting such rankings. Obviously, the ranks
accorded to a given nation in a given ranking system
depend on what evaluation criteria are used, how they
are used, and what the methods of data collection are.
Going into a deeper analysis of this is beyond the scope
of the present paper. Suffice it to point out here that for a
ranking to carry any authority that may justify its use for
policy-making, convincing arguments must be provided
for its underlying methodological decisions. That there
are methodological difficulties of defining ranking systems
(and problems of comparability among them) transpires
from the following passage, taken from the Korean ‘Natio-
nal Design Competitiveness Report 2008’ (note that we
do not thereby mean to pass any judgment, positive or
negative, on the method or quality of the actual ranking
reported):
Design-competitiveness evaluation depends on how the
concept of competitiveness is defined, but no appro-
priate definition has been proposed. [...] When creating
a design-competitiveness index, it is important to fully
take into account a nation['s] willingness to promote its
design industry as well as ensuring objectivity. That [is]
why this study has garnered a collective wisdom from
the Ministry of Knowledge Economy, the KIDP and the
design community in order to select variables (Korean
Institute of Design Promotion, 2008, p. 4).

Furthermore, some rankings are based on interviews with
professionals and other stakeholders. Given the wides-
pread use of rankings, the opinions solicited from these in-
formants may be influenced by earlier editions of the same
rankings (or others), so conceivably an unhealthy causal
feedback-loop may arise between the measurement and
what it measures.

The above sceptical remarks about ranking systems —
though tentative in nature — would seem to speak against
according rankings sufficient legitimacy; especially when



we take into account that rankings are what is used to
initiate and perpetuate the mechanisms of self-amplifying
persuasion described in section 2.

However, just as during the arms race of the Cold War,
presumably there were rational, well-informed and well-
intentioned military and political leaders, who had respec-
table reasons for wanting to defend their nation or region
and made non-provocative provisions to do just that — so
among design policy-makers, there are rational, well-infor-
med and well-intentioned individuals, who want to improve
conditions for design to flourish as the art-form it is at its
best, while ensuring sufficient competitiveness, and who
propose political action to those ends, while eschewing
paranoid appeals to rankings. As an example of this, let us
cite a recent Danish Government report ‘The vision of the
Danish Design 2020 committee’ prepared by representa-
tives of academia and design practice, as a precursor for
a new design policy (Roos et al., 2011). The Government’s
mandate for the committee requested the report to cover
such familiar policy topics as ‘design as a driver of inno-
vation’, ‘competencies’, ‘research and knowledge sharing’
and ‘marketing’; and consequently the report addresses
competitiveness, but expresses a soberly balanced view
on design rankings: ‘there have been efforts to create
particular competitive design rankings, but such surveys
are sporadic and the methods tend to vary over time. The-
refore, one should not rely heavily on these rankings. That,
of course, does not make measurement impossible’, after
which a number of significant factors are mentioned, e.g.
investments, international media coverage, and others. (p.
53). Furthermore, the authors do not see design merely

as subservient to business or competition, but repeatedly
mention that ‘Danish design is firmly rooted in an artistica-
lly-based material- and form-driven practice. It is, therefo-
re, vital for Denmark — [...] — to pay attention to sustaining
and strengthening the position of design as an art form’
(p. 30; see also pp. 34 f1.).

So, whether or not the ‘power system’ as manifested by
various design policies has legitimacy very much depends
on the methods it uses, and the mind-set of the people
behind it. If, as in the example just cited, judicious use is
made of data, and a respectful and not entirely instrumen-
tal attitude towards design and designers is adopted, it
seems likely that those at the receiving end will cooperate
in bringing the policy to fruition.

Therefore, in terms of practical action, the makers of
design policies should be careful to ensure that the policy
receivers (those to be affected by it) will perceive the poli-
cies as legitimate. (Policy makers might find it rhetorically
helpful to use the term ‘commercial viability’ rather than
‘competitive advantage’, to avoid the seductively bellige-
rent connotations of the latter.) The policy receivers, on
the other hand, should be critically aware of the legitimacy
issue while policies are being made, and — in the best in-
terest of policy makers and receivers alike — use whatever
influence they can muster to ensure legitimacy.

The artistic design world vis-a-vis design policy

We now return to the question initially posed in section 3:
how should the artistic design world (understood as the
artistic design professions, and their respective research-
based educational systems) face the challenge of the
power exerted on it by policy makers? Let us consider that
question under the assumption that, on the whole, policy
receivers in the artistic design world perceive design poli-
cies as legitimate.

First of all, we have no reason to suggest that policy
makers are wrong when assuming that design may be a
‘driver of innovation’ and, hence, be or become an impor-
tant source of national income. On the contrary, Verganti
(2009) has made a convincing case for the ability of
design, as an artistic discipline, to foster ‘design-driven
innovation’ through ‘radical innovation of meanings’ (p. 5):
an alternative to conventional innovation by market pull
(user-centred innovation) or technology push. So it seems
only fair that the artistic design world should acknowled-
ge its obligation to contribute to the society of which it is
part, not only artistically but also economically. However,
if the EU example considered is representative of current
design policy thinking, we can expect the artistic design
world to be required, more or less directly and in more or
less specific detail, to acquire ‘the right skills’, as defined
by non-designers, so as to create ‘competitive advanta-
ge’. And this, we believe, may be a serious mistake. For,
judging from our teaching experience with young pros-
pective designers, what makes them such an asset in
economic terms, are not business and management skills,
but artistic skills, and an uncompromising zeal for exce-
llent design.

Obviously, designers should not be commercially naive, or
unable to communicate with business managers or tech-
nical experts. But they should not necessarily themselves
be business managers or technical experts. They should
be designers, before anything else, and be trained, first
and foremost, to think and feel like designers. According
to Verganti (2009, pp. 237-238), ‘many design policies
aim to increase the business skills of designers’, but this
‘makes designers more aware of the constraints of busi-
ness dynamics and less prone to explore radical patterns
not yet demanded by markets’ as they should to create
design-driven innovation. Instead, based on his research,
he recommends that design policies should bring mana-
gers closer to designers (op. cit., Table A-1 and p. 238).
If furthermore, as suggested by Brown (2009) and Mar-
tin (2009), so-called ‘design thinking’ can be utilized by
business enterprises for other tasks than actual design

of products and services, that is all for the better. But to
alert business managers to the versatility of designers and
their way of thinking, and to ensure that the managers are
trained to involve designers in cross-disciplinary teams
for solving non-design problems, is not a matter of design
policy; it is rather a matter of business policy and busi-
ness management. Likewise, if ‘design thinking’ can even
be utilized for making design policies, as suggested by
Hobday et al. (2012, section 5), that would be an additio-



nal benefit of having trained designers to do what they are
good at: designing.

But for design students to master their craftsmanship

of designing, they need their 10.000 hours of practice,
which, as famously stated by Sennett (2009 [2008]), is
‘how long it takes to become an expert’ (p. 172, drawing
on work by Daniel Levitin). And if, as good academics
able to explain themselves to others, they are to acquire a
reasonable level of theoretical reflection on what they are
doing and knowing, that does not leave much space in a
standard five-year BA+MA curriculum for ‘business skills’
or other non-design skills that policy-makers might wish
them to acquire.

Design policies that patronize the artistic design world by
imposing alien requirements on it to boost competitive-
ness may thus turn out to be self-defeating and in effect
destructive, even if well-intentioned and legitimate. Hence,
the artistic design world should resist them, by suitable
legal means, and thanks to Verganti’s work, will be well
prepared to do so.

Conclusion and perspectives

As we have seen, the artistic design world may well be
subject to the power exerted through design policies, na-
tional or even super-national. These in turn are likely to be
influenced by the currently dominant neo-liberal discourse
on competition among nations or regions, and there is

a danger that this, if allowed to escalate, will lead to an
‘arms race’ of policy-making beyond the limits of rationa-
lity. For design policies to be beneficial to design and to
society at large, the policies must be perceived as legiti-
mate by their receivers, and avoid patronizing them. Given
this complex situation the artistic design world should

use its influence to encourage policy-makers to avoid the
pitfalls of an irrational ‘arms race’ that will jeopardize the
legitimacy of their policy. (Perhaps a judicious change of
terminology may help in a small but significant way, such
as replacing ‘competitive advantage’ by ‘commercial via-
bility’.) Furthermore, we might appeal to arguments such
as Verganti’s in order to persuade policy-makers to create
good framework conditions for, rather than patronizing, the
artistic design world.

As these findings would suggest, design policies, like
other instruments of power, can be used or misused in a
variety of ways. While they may guide a nation towards
greater prosperity (economically, or — conceivably — in
other ways), they themselves are difficult to design, and
they may, in unfortunate circumstances, do more harm
than good. In a worst-case scenario, we fear they will
become vehicles of an arms race that will quench artistic
variety, cultural exchange and the self-confident joy of
creativity — for fear of being outperformed by ‘competi-
tors’. Therefore, nations or regions of the world without
such policies are not necessarily at a disadvantage. We
imagine that Latin America, for example, might well find its
particular cultural heritage and tradition a strong asset in
a competitive world, even without the guidance of de-

sign policies. Perhaps indeed, design attitudes are more
powerful in the long run?
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Abstract

In contemporary China, social and political reality associa-
ted with a top-down model of decision making restricted
people from participating in social reforms and restruc-
turing. At the same time, the lost community value and
social linkage need to be reconstructed. What role can
design and curation play in facilitating such kind of social
evolution? This paper looks at three projects at different
levels. 1090 project addresses the issue of designer’s so-
cial responsibility and work for the common goods of the
general public; Marimekko Workshop project uses an alien
element to stimulate local residents’ re-imagining of their
community connection; “Bishan Commune” project deals
with the desire of elimination of Urban-Rural difference and
uses design innovation to create new lifestyle for people
from both backgrounds. In the three cases, design can be
used for social innovation in a bottom-up model. It serves
as the catalyst for social reform and restructuring. A lost
community value and social linkage will be finally rebuilt
through the accumulation of similar attempts.

KEYWORDS: China, Social design, Innovation, Collabora-
tive Practice

Introduction

China has seen rapid construction in the past several
decades, while most of the cities and spaces created are
described mainly as short-sighted makeshifts, and the
traditional space of Chinese human interactions are so-
mewhat lost. Community value, which is taken as the core
of traditional Chinese “DE”(K, Moral) cultural institution,
has given way to indifferent, homogenous urban lands-
cape of endless typical residential towers. Social issues
like inequality, aging society, gap between the wealthy
and poor, social unfairness and unjustness have been so
pressing that there rises an increasingly louder complaints
that the country had been going to the dogs for the last
several decades.

At the same time, Chinese government announced main
objectives and tasks for building a harmonious socialist
society by 2020, determined by 17th national congress
of communist party of China. While it seems a long way
to go before social reforms can really achieve any radical
change, a trend has been emerging that more and more
intellectuals and professionals show greater social cons-
ciousness, and some designers are increasingly motiva-

ted to “do good for the society.”

For designers, rather than waiting for the social evolution
to happen in its own course, a more positive and active
response to the social issues mentioned above may be
figured out through the tools of design and curation. This
article tries to focus on several case studies, in which
design plays a critical role of catalysis for social evolution
towards desired ends.

Revitalizing the Core Value
To be good, kind and humble, to care and protect ordinary
people, to care for the lonely and disabled”

_SHANGSHU, WU YI (NO Ease)
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Currently, design is growing to be really capable of effec-
ting and catalyzing the social issues. Here is a design
and curatorial project called “1090”. It is initiated by Tongji
University College of Design and Innovation (D&l). “1090”
defines a situation that designers spent 10% of there
professional career time for the ordinary 90% part of the
general public. The students feel unable neither to chan-
ge the social structure, nor to stop the running amuck of
resources throughout the whole world. But at least they
could spare 10% of their own time to share the sunshine
of designing onto all things, and enable more people to
feel the warmth of design. Their target is to let 90% of the
people can afford to benefit from the design.

Regarding the background of the project, students were
making a number of questions to rethink the definition of
design: What is the ultimate aim of design? What on earth
is the aim of designing? Is it at all decent for us to design?
Are we really privileged to utilize and consume the limited
resources”? Will the design become one means of chasing
profit for the interest group? Will the design become the
accomplice to oppress the vulnerable groups? Will the
design let people become greedier? Will the design beco-
me a weapon to encourage people to consume more for
their own desire? How many designs can benefit for the
children who live in remote areas? How many designs can
benefit for the old people, who live in the alley? How many
people can afford to use the design? How many people
can experience and enjoy design?

“Grandma’s Origami” is an ongoing project under the
“1090” program created by the group of D&l. Itis an
experimental social project, and proposed to change the
image of the elderly and try to save the origami that is a
traditional Chinese crafts skill through the design, raise
living standards the socially vulnerable group, and more
importantly the concern of the community, sparked new
concern about the issues of the elderly.

After a preliminary investigation, the old neighborhoods,
the elderly, old architecture, old craftsmen ...the research
work let the students understand more deeply that they



are getting to know not in order to design for design. Aim
of design is to allow more people to feel the design and
something changed by design. Finally, they looked at an
elderly lady, Yang Qingying, 79, as she sold her paper
folding works at Wujiang Road and Maoming Road in
Shanghai, attracting pedestrians from the Metro station
nearby.

The students decided to help her as the starting point.
They helped its packaging, even the brand, designed
logos, stickers and foldable postcards for promoting her
products and make more profit. The ultimate goal of the
project, in the form of “carry forward the origami” and
enhance the value of the elderly its own. Whether physical
or spiritual, it undoubtedly improves the standard of living
for Madam Yang, but also hopes to inspire more people
through their own method of helping the elderly.

Designed to support and promote social innovation is a
new proposition of the design disciplines, social innova-
tion is become the future trend of economic and social
development. So “1090” project is a design attitude, also
the pilot actions. It will be considered as a tool for social
design, exploring constantly thinking about design, de-
signers, and social relationship. Designed for the people,
focus on the design of social value. Designed focus on
the places that have been forgotten, from whatever little
things, start with 10% of the time, designed for 90% of the
people.

Design for the society. It refers to social design as the
creation of social reality. The younger designers had se-
riously thought about the influence of their design and also
the motivation of learning design skills. They are trying to
look at the bottom to the up and think hardly how can put
their effort to make the change happen, think on designing
for people’s needs rather than their wants. Social design

is increasingly describe their design aim. In this point

of view, social design is inescapable and an emerging
discussion for other social actors, cultural, political and
economical instance by globalization.

Figure 1.Yang Qingying sells paper artworks on Wujiang
Road. A volunteer sitting beside helps. Reported by Ni
Yinbin, ShanghaiDaily.com, 2011-12-28.
http://www.shanghaidaily.com/article/print.asp?id=491161

Figure 2,3. Logo and other graphic design for “Grandma’s
Origami”. It makes the paper artworks more attractive.

Figure 4. More style of origami. Exploration for more poten-
tial style of traditional craft.

Global Reference as Intervening Tools
“A stone from another mountain can be used to polish the
jade”(Chinese proverb)
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Design is getting proved to be an influential factor in social
harmonious. Also within the Tongji university College of
Design and Innovation, the designers and researchers
tried to gain adequate experience and improvement that
would allow designers to deliberately and effectively affect
their design strategies. Sometime international references
and tools are introduced. The project is collaboration bet-
ween Marimekko, the well-known Finnish textile company,
and Tongji university. It’s a two weeks’ workshop on the
theme of “Small Changes, Big Difference”, especially how
people use color in their daily lives, and make the strate-
gies for communities more connective”. The main objec-
tive of the workshop was to identify people’s needs and
the relation with the material and explore the role of colour
and emotions in the daily habits, traditions, personalities,
and rhythms of everyday life in China, particularly in the
northeast part of Shanghai.

The Wen Xin Xiao Wu community on which the team focu-
ses is an example of an elderly community where people
promote a well being among each other by organizing



different activities such as sports, game-playing, walking,
dancing, cooking and many others. Living in the cold con-
crete building such activities help them to stay connected
with each other and bring some light to their daily life.
Seeing the success of this model, the initial focus of the
students was to make this community visible to outsiders,
to sparkle curiosity and inspire people to follow the exam-
ple of this community. Then the intervening tool would be
the colourful textile of Marimekko.

For the in-depth understanding and exploration of the
selected urban environment and people’s daily life, diffe-
rent research methods (interviews, probe kits, co-creation
workshop) were applied in order to merge into people’s
daily life. Cultural probes were aimed to understand com-
munity member’s activities and identify the most frequent
places they visit. The probe kit included a disposable
camera, a personal dairy and guidance on how to use the
material. After three days, the probe kits were collected for
the further exploration. A discussion with selected com-
munity members was organized in order to understand the
meaning behind the pictures and diaries.

Furthermore, a co-creation workshop was organised
together with the community — provided with fabric, paint,
colours, cardboard and various other material, the com-
munity was asked to create useful everyday items. The
aim of the workshop was not only to find out items fre-
quently used as well as get inspiration for a brand symbol
for the community. The activity of sewing and the work-
shop itself proved to fit very well to the initial aim — to use
material as an emotional connection between people. By
sewing, people built bridges inside the community and
started a conversation based on the activity. Therefore, the
outcome of this team shifted to develop out of the work-
shop an on-going activity.

One of the key insights of the workshop was that the
people needed inspiration to start the activity, but not too
much limiting guidance — as roles emerged during the
workshop such as the sewing expert and the coordinator.
Therefore, the students decided to create a book, offering
inspiration and initial guidance as well as examples of
work done by the community during the workshop. Curio-
sity has been raised among community members through
the workshop, and the “guide book” is built on this. The
book utilizes printed pictures and text, combined with the
usage of the fabric and pattern from Marimekko. Each of
the examples in the book comes with a pattern sugges-
tion, a cutting pattern, a brief description and pictures of
the possible result. The project has been an interesting
learning for the students, especially in respect of con-
ducting co-creation activities in the Chinese context and
collaboration with Marimekko.

From this case, design is not to create a physical product
but to build the ongoing process that the communities can
share the skill and life experience together. This strategy
created by reading the social environment, image of the
city, spatial narrative and urban semiology. Through exa-

mining the perspective of the local context, students have
required to discover the potential problems and value of
people’s daily life imbedded in the urban environment and
put forward their ideas of future improvements, especially
concerning the quality and sustainability of life. Of course
the catalyst of the whole knowing process start with the
tools introduced, Marimekko. The cultural difference that
is clear though the presence of the colorful textile that are
not typical of Chinese decoration gives people a chance
to rethink about their routine life.

By shifting the perspective of design action towards to
social problems, the operative

strategies are forced to pay more attention to local con-
texts. The existing methodological contributions from wes-
tern development models may help the young designers
in China play an important role in innovation processes
with relevant social implications.

Figure 5,6. Co-creation workshop was organised together
with the community — provided with fabric (Marimekko),
paint, colours, cardboard and various other material.



Figure 7,8. People from communities were sharing their
sewing skills together through the guidable pictures and
texts.

Facilitating a Self-Evolution
Give a man a fish and you feed him for a day. Teach a man
to fish and you feed him for a lifetime. (Chinese proverb)
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“Bishan Commune”, is a project initiated by artist, curator
and publisher Ou Ning.

Curatorial strategies in design, within unique Chinese
context and operational approaches, to improve quality of
place and transform their communities, will be discussed
in this case.

Bishan is a village located in Yixian Country, Anhui Provin-
ce in the south of China. It is a up-to-one-hour drive from
the Yellow Mountain International Airport, with a total area
of 58.5 square kilometre. Huizhou has abundant natural
resources, rural architectural and historic cultural resour-
ces. It's a rare sample about the diversification of human
life in China. The existing tourism model does not pay
much attention to the rural natural ecological preservation
and development, the tourists and investors’ involvement

of rural reconstruction and commitment to cultural heritage
and revival of traditional features were not there yet.

In the coming fifty years, the return to country life may
become the trend for the middle class and urban dwellers
in China. People who are tired of the hustle and bustle city
life will hope to pursuit a new agricultural lifestyle — or a
better way to put it, is to regain such a lifestyle. Bearing
witness to this, the project proposes to build the “Bishan
Commune” in Bishan Village. It mainly addresses the com-
pelling urbanization reality in Asia and the crisis caused
by the global agricultural capitalism, and tries to explore a
way for rural rejuvenation.

“Bishan Harvestfestival” as the main exhibition of “Bis-
han Commune” programme took place on 26-28 August,
2011 in Bishan village. “Harvest Festival” in Chinese, this
is a ritual of the traditional agricultural society, in addition
to prayer to the ancestors of the gods, pray to bless the
crops successfully harvest and wish good harvest for the
coming year, drinking booming, rituals after dinner, dance,
games and the evening campfire. The project borrow the
ancient name of the ceremony of the “Harvest Festival”,
hoping to restore and rebuild the village public life of this
long-standing one, and give it new meaning. The same
time, Bishan Harvest Festival takes intersection of the
experiment as a globalization and localization.

The exhibition activities invited artists, architects, rural
construction experts, writers, directors, designers, musi-
cians, and a commitment to local culture and local scho-
lars. In addition, local craftsmen and folk opera artists are
also involved. As it is resident in the countryside, most of
the participants related to the culture and the arts, and
their integration into the lives of the rural and local. At
another level, it also involves the issues and practice of
rural construction. The project mobilized around the artists
come to Bishan to embark on the experiment of living
together, try the practice of mutual aid and self-governing
society, but also focus on the survey and interviews for
long historical, vernacular architecture, settlement cultu-
re, folk drama, and crafts. The spirit of Mutual Aid, it can
reduce the prevalence of dependence on public services
in the city in various ways for rural political, economic and
cultural contribution to intelligence, re-empowerment of
rural energy, recycling of the idea of agricultural home-
land. On this basis, invited local people to work together,
activation and regeneration, in addition to the heritage of
traditional, more work into local productivity and bring new
renaissance for rural opportunity.

The exhibition hold at the common shrine and countrysi-
de, the granary, and other public space cooperation to
organize rural life, architecture, design of furniture and
household items, video works of art and other arts and
crafts show, organized rural construction academic study
by the scholars researchers, and showed the local opera
and dance performances, and so on. It proposes to be an
annual event and much further integrate into local life and
participation in local construction. Also want to explore the



possibility of the Huizhou rural reconstruction, and a new

Huizhou historic preservation and cultural regeneration,
expanding new urban transformation and regeneration
mode.

The project selected the rich historical and cultural he-

ritage area, using curating as the strategy to involve art
and design in rural development, provide the chance to
the audience with open perspective. This social design

placed in intervention and interaction, Understanding and
using social design processes contribute to the improve-

ment of real community. Art is not just a critique. Not just a
tool for shocking us awake. It is an enquiry into the nature

of change. It is the open-ended and ungovernable part.

They point out the attitude that makes the social health, in

its widest sense.

More importantly, rather than simply bringing the local
residents into a fancy art-and-event show, this project is
unique in two aspects. One, it tries to mobilize the urban
dwellers to move to rural life and live together with local
rural residents. This gives a chance for people from both
background to rethink about the existing lifestyle that
they are used to, and work together to figure out a possi-
ble way to fill in the gap of the urban-rural dualism. Two,
the project looks at finding new ways of job position and
chances of new business by combining art and design,
with local crafts. This in turn will generate a new cycle of
positive process, involving more local labor and intellec-
tual into the project.

Figure 9. Bishan Village, Anhui Province, China
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Figure 10,11,12. Three posters for “Bishan Harvestfestival”
exhibition and other activities.



Figure 13. A work of collaboration between artist Anxiong
Qiu and local craftman.

Figure 14. People from Bishan village visited the exhibition
and gave them a fresh view to look at their daily life.

Figure 15. CD package designed by Renke and A’'mao,
made by local craftmen.

Figure 16. The traditional cake making tool from Bishan Vi-
llage, Times Museum, Guangzhou(“Bishan Harvestfestival”
exhibition transfer to this museum from 5 to 19 June, 2011)



Summary

In the three cases discussed above, 1090 project ser-
ves at Axiology level, rebuilds a new sensitivity of social
issues, and integrate Art and Design into everyday life;
In Marimekko Workshop project, a position of Instrumen-
talism was developed and design with global references
plays the critical view that helps to connect and animate
communities; in Bishan Community project, an Utopian
community was conceived to help communities imagine
their new futures, and an operative methodology was intro-
duced to generate self-efficient system.

Although social consciousness and social responsibility
have been closely rooted in the nature of design profes-
sion, today social design and innovation has wider impli-
cations and applications. Located within more diversified
political, economical and cultural context, design and
curation have served as mobilizing vehicles for generating
new knowledge and educating local participants. Social
design is a silent process while changes undertake and
people are transformed to adapt to new way of life. The
strength of design illumination develops while more heard
interventions might fail in an already fragile social and
community structure. Design helps rebuild the community
linkage, encourage people to rethink about the social pro-
blem and adapt to new changes, create new job positions
and resources for better living.

In China, although the political and social reality restricted
the public from involving much in the social reform and
reconstruction, a bottom-up model developed by projects
like the three shown above has generated consciousness
about even the smallest changes and possible ways of
intervention into the new social structure. Here art and
design act like a traditional Chinese acupuncture practi-
ce that a minimal act in the right place and right strength
might create fluctuation of the whole body flowing system
and change the inner structure of the body. Design can
be the catalyst of social reform and restructuring. Step

by step, a lost community value and social linkage will be
rebuilt through the accumulation of similar attempts.
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Abstract

With an experimental character, this article seeks to
exemplify a approach to generative Design / parametric,
interpreting the practice and purposing a new field explo-
ratory in Design. With a great development in the practice
of architecture, this new technology has tried to approach
the discipline of Design, with a potential of reproducing
geometries through complex processes of algorithms. As
regards the discipline of design, these new technologies
or Design tools, allow the diversity and creative freedom
in the construction of forms apparently impossible, which
has introduced antagonistic issues about his role in the
practice of Design. Even in literary review, is possible
identify through authors like Zubin Khabazi, that there is
a latent discussion on this approach as a methodology

or technology, it is necessary to reflect on the explorative
examples that improved its applicability.

We present in this article a conceptual model that iden-
tifies a possible decoding for the encoding of symbolic
elements and significant to use as a reference for para-
meterization, proposes to develop a process to explore
the ways interpreted, with the objective of boosting the
process of creativity in Design, making it the most experi-
mental, explorative and interventionist scope for innovation
of the forms.

Thus, we intend to contribute to the discussion on this new
paradigm, centralizing on the evolution of the methodo-
logy and in the process of Design, providing these new
areas of knowledge either on the stages of finalization

of creative processes, either in conceptualization in the
development of the idea.

Keywords: Sign, Model, interpretation, Design and Cali-
bration

Introduction
The relationship that the designer has to explore forms

is always relative to aesthetics, semiotics, culture, dyna-
mism, corporative, the politician, among others, but the
relation between the individual and creative artefact is
direct, and technology the medium. It is intended to reveal
the importance of generative or parametric design as a
tool that complements the creative act as an extension

of the human being. This phenomenon goes back to the
nineteenth century with the invention of photography, the
gramophone record and other analogic technologies.
Novelty is the ability to transform the analogic into digital,
and the creation of interfaces that connect the ‘real’ and
‘digital’. (Braganca de Miranda, 2002)

The post-avant-garde defines exactly this issue, assuming
the potential that the technique emerges in the creati-

ve act and as an extension of our physical limitations.
How could Jackson Pollock assert himself and create an
absolute definition for abstraction, if not for the extension
of your body, a can of paint? The random performance
associated with complex mathematical calculations and
physical motor rotation, could make its work and validation
as a creative act, but the technique is a humanistic and
anthropological concept and depends on the determina-
tion of needs, objectives, intentions and uses.

“The integration of technology and experience matched
by a concomitant mutation technique. His instrumental
version tends to lose strength, it is not easy to find an al-
ternative to this vision. This is explained by a kind of iner-
tial motion of the technique that seems to have a proper
course, as if it constituted a new “Organism”. “(Braganca
de Miranda, 2002)

The evolutionary system discussed in this paper identifies
the parametric model as a tool that enables results that
respond to problems that have specific structural cons-
truction. But essentially, it is important understand that
any attribute can be parameterized and must be human,
making it more practical the interaction and leaving to the
designer the creative aesthetic value.

“The ‘art’ of designing in this mode is in mastering the
relation between specification process, environment, and
generated artefact. Since this is an art, there is the formal
or instruction-based method that can be used to guide this
relationship. The role of the designer human remains, with
the conventional design, central to the design process.
“(McCormack, 2004)

The parametric design has been more important in
architecture but has emerged in recent years, a growing
number of designer’s interested in a parametric approach
in creating forms and shapes that a emerge of the archi-
tecture and does not assume either as pure design. In the
manifesto of Patrick Schumacher on parametric design, it
is very clear his position: “The key issues that avant-garde
architecture and urbanism addressing should be summari-
zed by the slogan: organizing and articulating increased
complexity of the post-fordist society. The task is to deve-
lop an architectural and urban repertoire that is geared

up to create complex, polycentric urban and architectural



which fields are densely layered and continuously differen-
tiated. “(Schumacher, 2008, p.1)

However in recent years have increased the number of
schools of architecture and design, which has implemen-
ted the practice of generative and parametric design, in
both contexts and that are reflected in the evolution of
production itself, which is called the manufacturing Digital.
What introduces new issues to the micro savings genera-
ted by these small manufacturers, verifying a necessary
investment in research on the actual application of this
knowledge as the development of theoretical framework,
the gains of production scale and to practice impact to the
area is a perspective designer manufacturer. The authors
Schumacher and Krish propose a reflection on a training
process that allows approximation of the philosophies and
methodologies, through exercises that relate to the develo-
pment of these tools and demonstrate their application as
a method for the design and manufacture.

Design parametric / generative design

With regard to their definition is agreed that this is a soft-
ware tool, which enables the designer in a more explo-
rative, experimental and conceptual aspects. Targeting
tools for computer-aided design, especially in the field of
architecture, a mathematical perspective / algorithmic,
can also be parameterized in the actions and the multipli-
cation of forms, which gives rise to the generative design.
In reality this parameter with predefined indicators, has
been applied mainly in engineering, which thus simplifies
the structuring of an efficient and replicable. Furthermore,
also the input to the diversity of exploratory product, even
if its user is not an expert skilled in the field.

From the viewpoint of research systems as can clearly
take post-modernists and deconstructionists, that revo-
lutionizes the way people think so, with the aim of arti-
culating complex social and institutional processes, and
instilling a need to practice more exploratory research
design, listing the positives and negatives.

“The parametricism of heuristics are fully reflected in the
taboos and dogmas of contemporary avant-garde design
culture: Negative heuristics: avoid familiar typologies,
avoid platonic / hermetic objects, avoid clear-cut zones

/ territories, avoid repetition, avoid straight lines, right
angles avoid, avoid corners, ... and most importantly: the
not add or subtract without elaborate inter-articulations.
Positive heuristics: inter-articulate, hybridize, morph, de-
territorialize, deform, iterate, use splines, nurbs, generative
components, rather than model script, ... “(Schumacher,
2008, p.2)

Essentially these tools allow you to keep an aesthetic post
- modernist, but absorbing unconsciously, more complex
forms or push us in directions other more sensitive and
objective, with greater emphasis on a conscious differen-
tiation. Another issue is the use of these computational
tools, which have gradually established itself as a design
assistant in the creative process, the academic level has

demonstrated how you can explore new ideas, possibi-
lities and processes. But these experiences have to be
used with any balance not to alienate the creative one

key factor is the development of a method (framework) or
the process of inspiration and creativity. The parametric
design is not just an experimental stage, but a means to
solve design problems. It is a mediator between the con-
ceptual and implementation. Allows the designer to revise
the original design, reconfigure, mix and recombine resou-
rces. Try, fail, and consider the boundaries of material and
design. Maintain the structural / geometric construction
projects for real generative. It is important to realize that
these tools have a controlled application and must learn to
comfortably use a non-controlled exploratory and creative
direction.

“It is too early to predict, if work around generative pro-
cess technology will converge or maintain the hallmark of
design - the multiplicity of valid approaches.” (Schuma-
cher & Krish, 2010, p.4)

In turn, if the generative design is applied as a revolutio-
nary approach to design, exploitative and evolutionary;
allows you to redefine the role of designers in the cons-
truction of genetic models, reflecting on the designers to
manufacturing, immersed in creativity, family production,
application in co-creation and mass customization. The
impact of the emergence of technologies for rapid pro-
totyping, direct digital manufacturing, parametric mode-
lling and generative software, you can change the entire
production line of product to reach the final consumer, as
it becomes part of the process.

But in addition generative design is a controversial factor
in relation to what is conventionally as a design methodo-
logy, the logic of random and chance mutations or varia-
tions in shape and has raised questions pragmatic design
and creativity to the design, but someone has to make
choices in this process so that there can be an end in the
process (manufacturing) and this is the final act of the
creative who designed and conceptualized the system.
Atkinson, P., responsible for investigating Post Industrial
Manufacturing Systems (PIMS), together with a group of
experts, focused on the Project “The FutureFactories”
used a CAD software to design a product that allowed the
user to constantly see changes product without affecting
but could decide the time to stop the mutation to create

a single ask. After a 3D view of the piece, the product

can be exported to rapid prototyping and later for their
manufacture. The project raises questions, partly becau-
se of immersion in technologies that dominate the very
processes of mediation. Secondly, the logic counter mass
production, since the final product are the same, but are
similar in shape, but noticeably different. This project led
to another project called “Automake”. It is a project where
the technical factor is pre-programmed. The design of the
blocks is set and you can join several blocks, create mul-
tiple modules with various mesh that define a shape, and
in turn can be resized, rotated, cropped or aggregated. At
the end are transformed into a 3D unit, sent to rapid proto-



typing and for the project Future factories. This means that
the generative design responds to this new paradigm shi-
ft, making it an ongoing process that is constantly being
validated, retention or discarding different options to archi-
ve specific aesthetic goals. The process itself, suggests a
potentially changing and that is never done.

Another example is the work of Matteo Codignola Univer-
sity of Milan “Generative algorithms the engine for creati-
vity: Digital Visions,” which demonstrates the application
of a language parametric, generative representation to a
representation that explores new ways reinterpretations of
works, as the “Vase of Sunflowers” of Vincent Van Gogh.
To create these forms uses interpretive parameters of
shape, colour, movement, resulting in the original work
reinterpreted. These experiments approach these tools

of the arts, a first attempt to experience the creative act,
exploring another dimension of the image and concept, as
a demand for a revival of style through the 3D computer
graphics.

Creativity in design parametric / generative

It is part of the process a number of features inherent to
the practice. In fact this means is a representation / image
of an object, which may be modular, variable, and genera-
tive automaton.

The designer / artist have to approach this through the
creation of more complex shapes, more natural and more
aesthetic. For this very question about the aesthetic and
conceptual, it is crucial to establish a method to valida-
te a systematic, encompassing the creative process for
the designer. An important aspect of design parametric /
generative is the articulation of individual perceptions that
alter the mathematical probabilities and computational
conditions; this because there is always an intention to
make it happen. Even for the prospect of degenerative
art, in which the object can be considered exploratory,
interactive, experienced and reflected to the viewer, are
really surprised by the unexpected happened, because
in reality they are combinatorial procedures deliberately
designed and executed with a specific intent which may
not always match the expected. We can also associate the
terminology of random gameplay in the digital age, since
this is also not intentional. The game consists of the ran-
dom groups of elements as words, music, shapes, colour
palettes, photographs and videos, which are activated by
a set of rules, defined in advance and are activated by

a defined set of rules, and corresponding to each action
of the player in accordance with the action of time and
space. The same goes for artistic production in which

the diversity of interpretations is part of the process and
not questioned. We can associate the two variables as a
generative system of order and randomness because both
are part of the process. The traditional design has exactly
this process. When the briefing is given to the designer,
there are several ways to address the problem, but the
answer selected results from the perception of the design
that works the problem and seeks to respond to the com-
plex and arbitrary.

The creativity in and of itself, it is difficult to define. C. W.
Taylor identified 50 definitions for creativity, but then only
one set is impossible to achieve a sufficiently illumina-
ting. Authors such as H. Gardner and MA Boden, defend
human-centered systems, but Csikszentmihalyi systemati-
zed a method in which the question does not focus on the
question - what is creativity, but - where there is creativity?
The Csikszentmihalyi model is developed under a system
of dynamic behaviour of a creative system. This system
does not focus in particular on individual creativity, but
includes the social context of the individual. Csikszentmi-
halyi identified three important components of the creative
system: the individual and his personal background, the
field that reflects the society and the domain that reflects
the culture. In conclusion, the interaction between these
components results in production of something new. In
detail, the bilateral interaction with the individual field, a
transformation occurs in the information, in turn when the
individual interacts bilaterally with the simulation results

in the field of novelty and when the bilateral interaction
between the field and the field results in the selection and
implementation of the new. It is the individual’s behaviour
and relationship with the culture / community that allows
reflection and sharing of information in society for their
validation as new to the culture, becoming a cycle. For the
author it is clear that creativity is the interaction between
the various elements and does not focus exclusively on
the individual.

Creativity is in fact the action to respond to a problem,

to which “I” find multiple solutions based on information,
meaning that there is a great randomness in the connec-
tions. If the process to go through a basic co-creative and
collaborative design of a parameterized mathematical
point of view is the way that easily allows you to equate
and project ideas. With the new paradigm of bidirectional
communication, self-referral, networking systems, it beco-
mes crucial to change the behaviour of static objects and
questioning a new role for the design, more exploratory,
more interactive and more customizable and co-creative.
Using combinatorial and improvisation are two random
logic as applied to computer media, constantly changing,
but for the parametric design / generative method can be
interactive or combinatorial or both.

According to the model Laurel Flying Webge model, the
principle of sequence generative is completely open, ie,
possible. But with the progressive course in a specific
state, it is clear, in other words it is the probability. And last
is finnalized by the decision previously made, which meets
the need. (Laurel, 1991)

Conceptual Model - Generative Design DNA

Based on the previous model of Laurel we developed

a conceptual model for the generative design principle
that we call Generative Design DNA it represents a open
sequence and evolutionary In this Model the core is the
interaction, the stimulus is the need and the result is the
Combinatory. The interaction is a result of immersion
between generative mathematical order of the sequence



(programming) and chance (random). This process is not
closed in itself but can be a constant-processing structu-
re influencing procedurally according to the need of the
individual.

The DNA sequence is validated by - Order, Chaos, Pro-
gramming, Randomness.

Figure 1 - Conceptual Model - Generative Design DNA
Source: The Authors

Co-creation in the design parametric / generative

The role of design is new rolls, rather than simply respon-
ding to consumer desires or the validation of a cooperati-
ve ideology, has to innovate technologically and become
semiologically consumable. Systems parametric / gene-
rative methodology that can provide a concept allowing a
more dynamic processes and with greater results, which
in short is a paradigm shift from static artefacts.

The concept will change once the simplicity of the primacy
of objects, are transformed into systems, processes with
interactive components and invasive. They can even use

interpretations of DNA to solve design problems using a
single unit. The logic of a generative system is coupled

to an evolutionary system, combinatorial and adaptive
procedures that result in communication that adapts to the
interpretation and replicates itself at the hearing. (fig. 1) Is
a perspective of media macro or micro-or independently
of its range, the objects are increasingly pervasive. These
processes can be applied in various types of media such
as dynamic images, animations, textures, shapes, music
and typography. This new approach has brought a new
approach with even more multicultural and approached
the design of common sense.

“Ideas of evolution, breeding, cross-fertilization and adap-
tation may be Applied to the design process to generate al-
ternative design practices or Applied to non-digital design”
(McCormack, 2004)

The biologist Humberto Maturana rejects that if the design
of a living system does not exist, then the question must
have a larger design to include the nature of our existence
and implies a rethinking of the epistemological and ethical
relationship between humans and technology. (Maturana,
1997)

That’'s why a cultural system can be conceptually an
ecosystem where we can identify variables according to
fashions, trends and ideas that can hold hearings, be-
coming ecosystems with particular characteristics and
recognizable by its significant communication or product.
This evolution is clear in the new immersive digital media
such as WWW, given its characteristic globalization and
speed of information propagation, in which audiences are
confronted with information increasingly ephemeral and
adapting to this new behaviour.

The authors McCormack and Innocent, identify the pro-
perties that they consider to be directly linked with this
methodology generative system:
- (Skill) Extended Data, complexes and aggregates,
are increasingly used to understand behaviours and
generate new interactions, which in turn add more so-
phistication and complexity, resulting in dynamic range
resulting in an ecosystem.

- (Complexity) Increased involvement, adaptability and
relationship between different organisms (inter-and infra
species), resulting in a constantly changing ecosystem.

- (Skill) Reconfiguration of the forms and structures as
appropriate (self-Maintain and self-repair), but ensuring
a stable environment.

- (Skill) Generate new structures, behaviors, outcomes
and relationships allows us to reconstruct properties re-
sulting in new results, original and different (innovation).
Artists and designers can take advantage of generative
systems to generate ideas emerging. One problem is
the issue of control because it depends on how the
designer organizes and provides the results.



The production of objects in brand co-creation or with the
participation of an end-user, is not new. In the seventies it
was common printing articles, thereby allowing objects to
be personalized. Today with new technologies for prototy-
ping and digital manufacturing, you can expand the custo-
mization of products.

Celeste Soddu has developed projects in parametric
design since 1989, still with a logic applies Metadesign
and where artificial DNA. In his work the designer is the
producer of an executable idea (algorithmic code) and
the consumer is choosing one of the possibilities. The
creative process is the set of base object that will allow
the generation to change the variables of the client. For
other developments could result in the exploration of ways
to full participation in the creative process. In this process
generative model, the subject based on modified and may
be different if the designer wishes, since it is the one who
has access to database parameterised. (Soddu 1998)

Since the project developed by the authors McCormack
and Innocent, reinforces the idea of do it yourself (DIY) but
from a collaborative perspective, exploratory and random
for the parameterization of these inputs for generative de-
sign. The project consists of three experiments carried out
on objects of paper provided with a logic of user interface,
connected to readers that transform sensory information
into digital three-dimensional shapes, the resulting beha-
viour of the paper submitted to variables such as sound,
vibration or Light. These forms are then made available

in 3D format (mesh) and 2D to be flattened and coated
(skin) for cutting. These projects feature a different ap-
proach that demonstrates the level of immersion systems,
allowing more designers to use software that complement
and introduce the co-participation of other peripherals.
What can be seen in the present examples is an increased
accessibility to software platforms and co-creation, which
allows greater freedom for consumer participation. But
these platforms are still closer to another factor, the role

of the consumer as creator and producer, changing the
centralization of the designer’s creative act.

“(...) consumers should realize that they are important
developers of really novel products and services. (...) con-
sumers should realize that it is getting progressively easier
to design and make what they want for themselves. Maybe
it looked too difficult to design what you wanted the last
time you needed something not on market. But if you look
again, you may find it much easier. The cost of computer
based design tools is rapidly drooping, and today many
adequate ones are available on the Web at zero cost. (...)
it is getting progressively easier to build what you design.
(...) Different companies specialize in different compute-
rized production technologies, ranging from laser cutting
to 3-D printing. Today the production process you need is
available to individual consumers to make even a single
copy of a part.” (Hippel et al (2011)

Project Caldas da Rainha

We present here a pilot project that identifies a possible
decoder for encoding symbolic and significant elements
to be used as a parameterization referential, it is proposed
to develop a procedure to explore the ways interpreted
forms with the aim of enhancing the process of creativity
in Design , making it more experiential, exploitative and
interventionist forms for innovation.

Also to test the link between the process design and co-
creation process applied to the territories, where the aim
is to create a brand identity communication of Caldas da
Rainha, was developed a conceptual model with the use
of Parameterized Design and Generative Design techno-
logies to translate the values of DNA into interactive and
relational points. These indicators result from the field
application of a co creative methodology, with the parti-
cipation of stakeholders representing the territory, called
IDEAS(R)EVOLUTION that is based on Design Thinking
and Creative intelligence knowledge and science(Mateus
et al, 2011).

The identified values through DNA process (Gomes et all,
2009) will be the influences to the creative stakeholders
that will participate in a workshop where this inputs, that
represents the actives and assets of the region, will be
shaped in clay. Our Aim is to reach several formal lan-
guages which were inspired by the previously identified
values. This is the co-creative Humanware stage (fig.2).

Later these tridimensional shapes are parameterized in

a virtual environment using different software’s and tools
such as 3D scanners, by re-creating and subtracting diffe-
rent surfaces, forms from the clay objects. After, they will
be transformed into basic parametric design elements that
will be the foundational signs used to the next interactive
stage.

These design elements will then be processed in order to
become mutable and generative. In this stage our goal

is to design the interface were we will put this elements
available for all community members interaction on the
institutional communication platforms of the Brand..

By monitoring, through a specific parameterization of the
generative design integrated tools, all possible interac-
tions with the design elements on the different platforms,
we aim to:

1 —To identify and analyse the co-created variables re-
garding the possibilities of the interaction available to the
stakeholders, meaning to understand the creations made
by the users.

2 —To identify the constants and the preferences, meaning
to more used design elements by user’s interaction,

From the analyses of the previous stage, the experimental
project aims to provide a daily recombination of the design
elements into a different form for the visual brand iconic
language. All of these processes will be technological
based.



The final stage of this experimental model is to apply the
recombined daily brand icon on all digital brand com-
munication supports, such as: website, social networks,
digital outdoors, mobile platforms and also on all internal
departments digital based supports such as: cloud based
brand elements storage were the daily brand icon could
be downloaded.

The main goal of all this process it’s to create a first parti-
cipative brand program on real time supports and interac-
tion.

Figure 2 - Caldas da Rainha - Generative Design - Propo-
sal Blueprint
Source: The Authors

Conclusion

The project identified herein results from the literature
review that validated the development of the doctoral
thesis project that is on-going. This proposal for the future
focuses on the interpretive study of aesthetic and sym-
bolic of Portugal, through a methodology composed of a
matrix developed from a qualitative and quantitative study,
interpretation of different means and media to characterise
cultural identity elements of Portugal in the Post on April
25. This project focuses in particular on the public com-
munication demands used in the promotion of Portuguese
identity and analyse the contribution and history of the
building design in Portugal. The parametric design, it will
be a means to develop and explore the application of the
matrix, with decompositions of shapes, colours, textures
through the data collected and made available through

a generative plugin to be explored by designers. This
new territory is an exponentially globalization means for
the exploration of ways and in new product design. The
variety of results and applied a validation of their beha-
viour in terms of materials, production and performance

is substantially enhanced in view of traditional processes.
Thus, the trial of the signs identified in previous stages of
the project can quickly identify constraints, but which can
quickly be changed and developed as a variable product.
This means that the subject of this thesis is the sharing of
information to disseminate these values identified through
a parametric approach and accessible to the community.
In summary, the design is still in a stage of development

and testing, the first phase of inspiration literature, for the
development of methods. Right now develop the first pilot
tests for qualitative analysis, to define the array analysis
and further processing for surveys. The variable is the use
of digital information in a digital platform for simplifying the
process and diversity, i.e., a parameterized system design
and generative.

Future Proposals

Proposals for the future are running more pilot projects,
applied to local context and business, to validate the
process. The rate at which these resources are develo-
ped, it is anticipated the need for constant updating of
the methodology and its conceptual frameworks, techno-
logical and creative co. It will be of interest to the submis-
sion of proposals for possible processes and providing a
platform to exchange experiences with other designers
as an archive of the possible variables resulting from the
experiences.
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Abstract

Sustainability and Creativity are modern levers for sus-
tainable growth, considered fundamental assets to
enable behavioural changes and innovation processes.
Cultural and creative industries, as Europe 2020 (http://
ec.europa.eu/europe2020/index_en.htm) and Creative
Industries Green Paper recommend (http://ec.europa.eu/
culture/our-policy-development/doc/GreenPaper_creati-
ve_industries_en.pdf), have a central role for growth and
competitiveness, because of their capacity to improve
innovation, employment and interconnection in industrial
sectors. This paper wants to present this general sce-
nario with the contribution of the European Project called
“CCALPS Creative Companies in Alpine Space” develo-
ped by Lombardy Region and Milan Polythecnic with other
8 partners in Europe (Piedmont Region, CCl de Lyon, CCI
NCA, Université de Haute Alsace, MFG Baden Wirtem-
berg, Innovations &Technologie transfer Salzburg GmbH,
Agence d’urbanisme Slovénie, SUPSI University). The
project put creative industries (CCl) at the center of policy
recommendations and innovative pilot actions (Creative
Camps) in Europe.

KEYWORDS: creative companies, creative camp, Euro-
pean project, hub

Introduction

Sustainability and creativity are two important factors in
innovation processes. Sustainability is a key social issue,
seen as behavioural change and technological/technical
improvement. Creativity is a modern lever to sustaina-
ble growth, considered a fundamental asset to enable a
behavioural change. Social and economical development
aimed at sustainability values highly connectivity: loca-
lly it links material and immaterial resources to all of the
actors of a territory; globally it considers the influence of
other cultures and accepts new knowledge to establish a
strategic vision.

A socio-economical sustainable growth is a strategic ob-
jective to increase the competitiveness of the Europe (the
central area in particular). In this territory the production
systems is economically strong, because characterized by
areas of excellence and important clusters. In this context
there is an increasing number of SMEs aiming at addres-
sing a sustainable change by renewing their approach to
innovation, using knowledge and creativity as strategic
levers. The emergence of creative industries is therefore

related to the rise of cultural industries, the significance of
knowledge to all aspects of economic production, dis-
tribution and consumption, and the growing importance
of the services sector. It is linked to the dynamics of the
‘new economy’, whose form is increasingly informational,
global and networked (Castells, 2000). Cultural processes
such as design and signification impact upon all aspects
of everyday life, particularly those related to the consump-
tion of commaodities. Culture is something that permeates
everything from the design of urban spaces, offices,
means of transport and communication (we think about
the design of cars or mobile phones), the ways in which
clothing signifies an identity to both its users and those
who see the user, and the promotional strategies of corpo-
rations and, indeed, governments in an era of ‘promotional
culture’ and electronic commerce. Similarly, creativity does
not simply reside in the arts or media industries, but is a
central- and increasingly important- input into all sectors
where design and content form the basis of competitive
advantage in global economic markets (Flew, 2002).

These new trends for the European economic growth in
the field of cultural and creative industries collides with
the elements of fragility of the traditional system of SMEs:
a population mainly made of small firms — encountering
major obstacles in R&D investment, a lack of medium

size significant firms, a low rate of internationalization for
small companies, a reluctance of companies to network
with universities and research centers, a poorly developed
entrepreneurial and managerial culture — especially in
small businesses. These structural weaknesses slow down
R&TD and market innovation in all regions. Nevertheless
these are essential elements to ensure competitiveness

in global markets. To promote a competitive growth in the
central area of Europe for the traditional sectors (furniture,
mechanics, etc) and for new sectors (ICT, biotechnolo-
gies, renewable energy sector etc.) it is important to bet
on the connection with creative industries, because of
their capability to trigger transformation in a territory. The
growth of new creative companies could help develop
networking skills and pathways to new opportunities.
Collaboration can promote innovation through develop-
ment of new product/service systems and by focusing on
creativity, design, sustainability, and enhancement of R&D
and innovation processes. The development of creative
companies and their links to SMEs could enhance local
economies through service development, that is increasin-
gly a central instrument for Europe Space.

New value for the economic growth in the European
Regions

For Europe and other parts of the world, the rapid roll-
out of new technologies and increased globalization has
meant a striking shift away from traditional manufactu-
ring towards services and innovation. Factory floors are
progressively being replaced by creative communities
whose raw material is their ability to imagine, create and
innovate. In this new digital economy, immaterial value
increasingly determines material value, as consumers are
looking for new and enriching “experiences”. The ability to



create social experiences and networking is now a factor
of competitiveness.

If Europe wants to remain competitive in this changing
global environment, it needs to put in place the right
conditions for creativity and innovation to flourish in a new
entrepreneurial culture (EU COM 2010).

This opportunity could be for Europe’s cultural and crea-
tive industries a real potential occasion to respond to
these challenges thereby contributing to the Europe 2020
(EU COM (2010) 2020) strategy and some of its flagship
initiatives such as the Innovation Union, the Digital Agen-
da, tackling climate change, the Agenda for new skills and
new jobs or an industrial policy for the globalization era.
These challenges need to open the possibility to value of
culture and creative industries to Europe’s economy. Until
recently, the two essential parameters of competition for
the European SMEs were price and technology. But today
a good product can easily be copied at a lower cost. The
first answer to this situation was to shift a significant share
of value-added and labour-intensive production activity
abroad, allowing for the production of the same products
at lower costs. But today the most important empower-
ment strategy for the European economy is based on

the optimal use of “creativity”. What increasingly matters
today, and constitutes a distinctive competition parameter,
lies in the immaterial dimension generated by creative
people, skills, ideas and processes; in other terms, creati-
vity.

The cultural sector, its entrepreneurs, its employees and
artists which are the main sources of this creativity, there-
fore deserve closer attention and initiatives and projects
that enhance the impact on SMEs (KEA 2009).

Creative and cultural industries
The contribution of culture to the economy has gradually
been acknowledged, in particular with the development of
the cultural industries. Culture contributes directly to the
economy as it provides products for consumption, namely
the cultural goods and services embodied in books, films,
music sound recordings, concerts, etc. It is also increasin-
gly acknowledged that the benefits culture brings to Euro-
pean economies are wider than the mere consumption of
cultural goods: culture is indirectly used by many non-cul-
tural economic sectors as a source of innovation. “Crea-
tivity” is a complex process of innovation mixing several
dimensions such as technology, science, management,
and culture. Culture provides tangible as well as intangible
assets consisting of artistic heritage, processes, referen-
ces and skills that interact with other skills and resources
to foster innovation. The importance of culture in triggering
innovation is connected with the question “should we be
creating a Europe of art, or a Europe of science?” the Eu-
ropean Commission’s President recently stated:
“Certainly both are important, and particularly since the
Renaissance, Europe has excelled at both. Constant
innovation in art and science has helped Europe to en-
joy rapid development and unparalleled cultural wealth

(...) For Europe it must never be a question of art or
science, but (...) art and science are the legs on which
Europe stands” (Barroso, 2006)

Culture and creativity, that are the strategic resource for
creative and cultural industries (CCI) on which to base
your business model, combining technology and the bent
for innovation are therefore for Europe the new assets on
which to build a new model of economic and social sustai-
nable growth.

“Creative and cultural industries” is a quite recent cate-
gory in academic, policy and industry discourse. It can
claim to capture significant ‘new economy’ enterprise
dynamics that such terms as ‘the arts,” ‘media’ and ‘cul-
tural industries’ do not. An early recognition of the distinct
contribution of the creative industries came in the Creative
Industries Task Force Mapping Document (CITF (1998)
2001) in the UK. This document defined creative industries
as activities which have their origin in individual creativity,
skill and talent and which have the potential for wealth
and job creation through generation and exploitation of
intellectual property. It mapped into the creative industries
sector the following activities: Advertising, Architecture,
Arts and Antique Markets, Crafts, Design, Designer Fas-
hion, Film, Interactive Leisure Software, Music, Television
and Radio, Performing Arts, Publishing and Software. This
eclectic list includes the resolutely analogue (arts, crafts,
antiques, architecture), established commercial business
sectors (TV, radio, film) as well as all-digital new economy
sectors (software, interactive leisure software) (Cun-
ningham 2011).

But the European Commission through a Green Paper on
Creative and Cultural Industries has adopted a working
definitions of Cultural and Creative industries that all Euro-
pe can use as a first level of work in this field:
“Cultural industries” are those industries producing and
distributing goods or services which at the time they are
developed are considered to have a specific attribute,
use or purpose which embodies or conveys cultural
expressions, irrespective of the commercial value they
may have. Besides the traditional arts sectors (perfor-
ming arts, visual arts, cultural heritage — including the
public sector), they include film, DVD and video, televi-
sion and radio, video games, new media, music, books
and press. This concept is defined in relation to cultu-
ral expressions in the context of the 2005 UNESCO
Convention on the protection and promotion of the
diversity of cultural expressions. “Creative industries”
are those industries which use culture as an input and
have a cultural dimension, although their outputs are
mainly functional. They include architecture and design,
which integrate creative elements into wider processes,
as well as subsectors such as graphic design, fashion
design or advertising. At a more peripheral level, many
other industries rely on content production for their own
development and are therefore to some extent interde-
pendent with CCls. They include among others tourism
and the new technologies sector.



This new category of actors in the match of economic
growth for the European countries need opportunities in
order to offer their capability to produce innovative solu-
tions for the exit from crisis:

- Easier access to funding and the right mix of skills;

- Help in the local and regional environment as to im-
prove a global presence, through increased exchange
and mobility;

- Facilitate the transition to a creative economy by ca-
talyzing the spillover effects of CCls on a wide range of
economic and social contexts;

- To value creativity in terms of economic dimension
and in a measurable way for entrepreneurs in traditional
sectors.

These needs and this new European guideline have
been the starting point of the work done by the Lombardy
Region, Milan Polytechnic and other European partners
for the production of a transnational project funded at the
end of 2011 on a call of the Interreg Programme: CCAlps
Creative Companies in Alpine space.

CCALPS European Project

CCALPS - Creative Companies in Alpine Space is a pro-
ject co-financed by the European Union’s Alpine Space
Programme , focusing on the competitiveness and attrac-
tiveness of Alpine Space economies. The main idea of
the project is that to promote a competitive growth in the
Alpine area it is important to bet on creative industries,
because of their capability to trigger transformation in a
territory.

The project, which started in October 2011 and will be
completed in July 2014, wants to create an international
network where Creative and Cultural Enterprises can fulfill
their highest potential with the help of support networks
(such as incubators, institutions, universities, research
centres) and connect with each other and their markets,
also in view of developing new products and services to
support the competitiveness of the European economy.
The main objective of the project is therefore to create a
“metacluster” in the Alps, that puts creativity and inno-
vation at the centre and that is able to focus on specific
issues and opportunities for local and transnational deve-
lopment. The project aim at increasing the participation of
Creative Industries in the socio-economical development
of the area. Moreover the project will connect and crea-
te collaboration between Creative Industries, SMEs and
R&TD institutions, to promote scientific research and to
build knowledge exchange and technology transfer tools,
but still using a bottom up approach (typical in collabora-
tive networks of creative industries). This involves at the
same level research centers, universities and SMEs, that
come together to activate innovative pilot projects (that
we called Creative Camps). Finally it wants to support
the acquisition of new skills for the creative industries, the
promotion of SMEs services and their improvement by

identifying technological and financial needs, the raising
of awareness in policy makers and the promotion of rules/
regulations that capitalize on these experiences.

Overall this intervention aims at answering few overar-
ching objectives:
- Strengthening the presence of the Creative Industries
in the Alpine Space;

- Encouraging the development of innovation through
the connection between creative industries, SMEs,
research centers and other important actors in the terri-
tory; improving the accessibility to knowledge resources
and research services within the Alpine Space;

- Promoting a sustainable development by improving
the immaterial system offer and connecting it to creativi-
ty and research;

- Promoting strategic partnerships including relevant
stakeholders for addressing the main challenges of
territorial development.

The project will connect and create collaboration between
CCls (cultural and creative industries), carriers of ideas,
producers, policy makers and universities, for promoting
and realizing innovative pilot projects (Creative Camp) and
new policies for their growth.

The Alpine Area, located in the very heart of Europe, feels
a particular need to create and strengthen its network of
urban and peripheral areas, in order to take its creativity to
a new level. Creative and Cultural Enterprises are very well
equipped to make a significant contribution to the eco-
nomy by both fostering innovation and driving creativity
and inventiveness.

The project aims to achieve these objectives trough three
particular actions:
- First the creation of a network of “HUB’, or rather
structures that are present in the territories partners of
the project that are working for the development of CCls
and for their support;

- Second the creation of a virtual platform that will
connect HUBs, CCls, SMEs, policy makers and re-
search centers in the Alpine Space for the promotion of
the innovation, the transnational collaboration and the
diffusion of best practice cases regarding policy support
for the growth of CCls;

- Third the development of seven pilot actions called
“Creative Camp” where we will develop international co-
llaborative projects between CCls, SMEs and research
centers.

The project is structured in eight work packages that com-
bines on field research and action research activities with
real impact in the territories and in the competitiveness of
CCls and SMEs involved.



Transnational approach

The evolution caused by the emergence of a knowledge
economy affects SMEs particularly. Networking phenome-
na, due to hyper-connection possibilities, are an interes-
ting challenge for these companies, that are consequently
looking for new ways to engage in collaborations. Econo-
mical growth requires an open and collaborative attitude
as well as rethinking governance structures, innovation
models, production cycles. To be globally competitive,
SMEs need strong international openness and the ability
to act in network-like configurations.

CClI's need special help to establish such connections and
promote their activities outside their area. The transnatio-
nal cluster that this project aims at establishing wants to
facilitate the dialogue between industries inside and outsi-
de the Alps, supporting knowledge exchange and networ-
king, educating to the right tools for marketing studies and
for building a shared identity.

Moreover relationships and interdependencies will be fos-
tered between cities and regions, creative industries and
other sectors. Overall this will also help promote the Alpine
Space as an attractive living and working area.
Methodological approach

The approach of the project is multi-level, constantly con-
fronting a macro and a micro perspective. The macro level
is addressed through a virtual platform. This will enhance
the possibilities of relationship building and expand the
exchange of knowledge to reach easily all of the partners
and the companies in the Alpine area (and in the future it
could be a European point of reference in this field).

The micro level will be addressed in a twofold manner.
Hubs will be established (or identified) in each of the
geographical areas involved. These will be developed as
service centers where creative industries, SMEs, research
centers, institutions and citizens can meet and share ideas
to find opportunities for collaboration and innovation. The-
se centers will be the points of a flexible and stable net-
work between CCls, SMEs, research centers and policy
makers. The network of HUBs will be tested by developing
local pilot projects (Creative Camps), that will also gene-
rate best practices and the beginning of an economical
growth in the Alpine Space.

Events will be organized both on a transnational and local
level, to disseminate the results of projects as well as to
launch new opportunities.

The idea of “HUB”

Charles Landry (2000) has drawn attention to the signifi-
cance of a creative miliex to the development of creativity
in modern cities and regions, which he defined as a com-
bination of hard infrastructure, or the network of building
and institutions that constitute a city or a region, and

soft infrastructure, defined as “the system of associative

structures and social networks, connections and human
interactions, that underpins and encourages the flow of
ideas between individuals and institutions” (Landry, 2000).

Just this idea of “hard and soft infrastructure” is based

on the concept of hub and network of hubs that CCAlps
wants to explore and develop. The definition of hubs

is quite controversial because there isn’t a unique and
shared meaning. In particular, someone talked about
“hub” in the creativity and knowledge economy, identifying
the cities themselves as real incubators and attractors

of the “creative class” that is composed of creative and
knowledge workers. Increasingly we however talk of hub
such as physical or virtual place. In fact the main differen-
ce between a hub and a cluster and between a hub and
incubator lies in a physical location for work activities. The
hub allows its users to access information about a specific
sector and eventually to market opportunities. In its literal
definition, the hub is the administrative center of a com-
plex of activities, it is the pivot of a network of different
realities that thanks to the support of the hub can run indi-
vidually. In general HUB is identified with specific activities
in the field of the creative and knowledge economy, and
the reason is related to the youth of the creativity sectors.

To try to define the idea of HUB in the context of CCALPS

we tried to map the characteristics and situations that

seem like similar the concept of hub linked the creative

economy. We have identified different types of structures:
- Incubator: a business incubator is an organization
that support the creation of new businesses by provi-
ding them a wide range of integrated support services
that include physical incubator space, support services
to the development of business and opportunities for
integration and networking (definition of the European
Community)

- Service center: it can be a public or a private structure
that provides services for professionals or companies.
The services can be: orientering for job, advice on law
and roules, specific training activities, advice in techni-
cal area, support in the fund raising activities, promotion
of territorial activities and specificity, promotion of spe-
cific activities in collaboration with agencies and even
private facilities;

- Virtual platform is an online space (site or blog in
general) on which companies or professionals can find
information, find answers to specific questions, related
to its field of work and possibly to share competences
and work;

- Development agency: it is the union of different public
and private actors, that aims to promote the develop-
ment of the territory in which grows up.

- Co-working center: It is a physical space t where peo-
ple go to work for the time they need and where they
can find shared tools. Members may have equipment
and technological infrastructure (desk, internet, etc..).



- Cluster: it is a group of companies, businesses and
institutions connected and geographically close that has
reached a sufficient scale to develop expertise, servi-
ces, resources, suppliers and know how.

- District: the district is an industrial group of companies,
typically SMEs, that are placed in a limited geographical
area, specialized in one or more phases of a production
process and integrated through a network of economic
and social relationship.

This typological classification were then associated with
the filter of observation that were used to map European
and international structures that already provide services
and activities for creative businesses. The filters of obser-
vation are:

- The relationship with the CClI;

- The relationship with the territory;
- Activities and services offered.

Respect to the activities and services we therefore
have defined a range of possible categories of servi-
ces:

- Physical space: space for co-working, office equip-
ment, conference space etc.;

- Virtual space: the web site where companies have a
dedicated space;

- Promotion / Visibility: promotion through marketing
activities and B2B events;

- Tutoring / Training: continuous learning, lectures,
seminars etc.;

- Network: creating events, providing an extensive net-
work of contacts at international level;

- Prototyping - technologies: availability of rapid proto-
typing technologies, 3d printing, analysis and testing,
production technologies shared etc.;

- Information: about calls, conferences and initiatives
useful for companies and enterprises participating in the
network;

- Know how: orienteering desk, business advise (in-
vestors, patents, intellectual property protection, etc..),
availability of data and best practices eftc.;

- R & D: research activities within the hub (or incubator,
or agency, etc..), involvement in research projects and
publication of results;

- Originality: special distinguishing elements of the hub
that not are in the previous list.

Based on the presence or absence of services activities

listed above we have mapped 100 cases in Europe and
internationally in order to verify which of them represents
our idea of HUB.

This activity is the first step for the definition of a reference
model of HUB for the promotion and the development of
creative companies in Europe. On the basis of this activity
of mapping it will be realized a common handbook that will
include guidelines useful for all the States partner in the
project (and that will be share internationally after the end
of the project) for the start up of the hubs. The guidelines
will include: service typologies, organization and business
model (for the hub and the local network of hubs), guideli-
nes for the start-up and the realization of the main activi-
ties called “Creative Camp”. Creative Camp will actually
be the innovative model for pilot activities that all the hubs
can use to connect CCls, SMEs, policy makers and re-
search centers in the international framework of European
innovation and growth.

Creative Camp: a new model of pilot action for the
empowerment of creative companies

In the general scenario of CCAlps, all the partner involved
will organize a Creative Camp in the own State (France,
Austria, Germany, Slovenia, Italy). But what is a Creati-

ve Camp? It is the main important activity of the CCAlps
project, because It represents the phase with concrete
actions with real impacts in the territories involved in the
project.

The 7 Creative Camps (in Nice, Lyon, Salzburg, Milan,
Turin, Stuttgart, Ljubljana) will create the connection trough
different subjects in the field of international actions: crea-
tive companies, SMEs, universities and policy makers with
the aim of developing innovative projects focus on spe-
cific issues. All the Creative Camps will have a common
organizational pattern, which will be used by every partner
for his local activities. The test on the first creative camp
will be the first activity for the start up of the hubs focus on
creative and cultural industries.

The methodology set up for the development of the creati-
ve camps is composed of eight steps of work:
PLANNING: in this phase it will be defined criteria for se-
lection and scouting of creative enterprises. An open call
will be presented on the web and media tools, to directly
involve CCls in the camps;

BRIEF describing the content of the camps (which will be
different in each region): each partner will set up a docu-
ment containing his project brief, with the scenario topic
and sub topics, the aims, the results and the participants
provided,;

SHARING of the brief among the partners: each partner
will present his brief to the other partners, making sure that
at least a CCI from his territory can participate to the other
partners’ camps;

SELECTION: each partner will select CCls and the other



subjects to involve, who took part of the open call: SMEs,
policy makers, research centers and stakeholders;

CAMP MANAGEMENT: definition of location, material,
agenda and creation of a team of experts for the realiza-
tion of the workshop;

REALIZATION: the realization phase (workshop activity)
will last seven days for each camp. These seven camps
won't be realized simultaneously and each partner can
choose one of the present modalities: a) seven days in a
row, b) seven work days distributed in more weeks (in any
case they all will be closed in one month). The period of
time in which the creative camps can be realized is from
April 2013 to September 2013. Furthermore the camp will
be carried out following this agenda:

- One/two days of seminars and deepening on the brief

and on the main topic of each camp,

- Workshops testing the structure and service plan of

each hub,

- Summarizing the results of the workshop;

DEVELOPMENT OF COLLABORATIVE PROJECTS: after
the workshop activity will be a development phase where
each hub will support collaborative projects between CCls
and SMEs involved in the camp. In this phase there will be
an activity of results implementation for the realization of
innovative services, strategies or products;
DISSEMINATION: a transnational event for the project
knowledge and communication activities, with involvement
of the press. The results will be collected in a report, which
will be the contribution for the policy recommendations.
Each camp will hold the selected CCls related to the
country involved, together with some CCls coming from
other partners’ countries, according to the similarity of
fields covered in the camp.

Based on the same methodology and tools shared
each partner will carry out in its territory a Creative
Camp, open to an international dimension thanks the
presence of creative companies from all States invol-
ved in the project CCALPS. In 2013, we will realize in 7
European cities as many Creative Camp each focused
on a theme well-defined:

- Lyon: “Scenario Building” in the fields of fashion, film
and audio-visual and urban design

- Ljubljana: New strategies for the design (service de-
sign, experience design, informational design, etc..)

- Milan: New design strategies, new products and ser-
vices (also linked to areas of multimedia, fashion and
cultural) for Expo 2015

- Nice: Valuing the film and audiovisual industry, to pro-
mote the French Riviera as a shooting area

- Salzburg: Think Tank Design & Media

- Stuttgart: Valuing start-up business in the field of crea-

tive enterprises (with a focus on video game)

- Turin: Innovative systems for restoration, green buil-
ding and energy saving for the promotion of cultural
heritage.

Conclusion

At the end of 2013, after the pilot actions, we could define
a methodology with the synthesis of the results and the
projects developed during the collaborative projects bet-
ween CCls, SMEs, policy makers and research centers.

It could be the first point for an international discussion

in the field of empowerment of creative companies and
their support to traditional sectors and new economy. The
project would support the relationship between creative
companies, SME’s and all the stakeholders involved in
the innovation processes. How can we support creative
companies in their work for the development of “new sus-
tainable ideas”? Sometimes when a creative company has
a “big idea” it doesn’t find a SME’s willing to develop. The
project would create tools and services that can support
this relation in the general framework of sustainability.
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Abstract

Design is increasingly seen as a transformational power
and basis for innovation. Design methods, design attitu-
des and approaches are being looked upon as tools to
create and deliver sustained value. Commercially moti-
vated Businesses see design as source of competitive
advantage to innovate; socially motivated organisations
are increasingly using design thinking as holistic problem
solving tool and governments are exploring how design
make their systems and process effective.

All the three sectors are important constituents of a
nation’s economy. However, the challenges and oppor-
tunities of developing nation are different from those of
a developed economy. Therefore, even though design
is already making inroads in the developing economies,
a serious thought needs to be given to what role should
design play in such scenario.

This paper explores the rationale and objectives of deve-
loping nation’s design policies, the way design is adopted
by the business organisations and the use of design in the
social sector. The paper further discusses the capabili-
ties approach and the concept of external capabilities. A
framework based on this approach is proposed. This fra-
mework outlines the relationship of design with the cons-
tituents of the economy. Separate recommendations for
academic institution in developing nations are proposed.

KEYWORDS: design & development, developing nations,
capabilities approach

Introduction
That which exists may be transformed; What is non-exis-
tent has boundless uses-LAO-TSE.

All men are designers. All that we do, almost all the time,
is design, for design is basic to all human activity. The
planning and patterning of any act towards a desired,
foreseeable end constitutes the design process. Any
attempt to separate design, to make it a thing-by-itself,
works counter to the inherent value, of design as the
primary underlying matrix of life (Papnek, 1972). After so
many years the words above are still relevant and un-
derline the need to look at what role design has to play
in society. Businesses all around the globe are showing
interest in Design. There are attempts to integrate design
in business and in some cases the organisations have
benefitted by making use of design. But Design has lost
much in this deal with business. Moreover, with rhetoric
starting from likes of “good design is good business”
(Watson , 1950) to the more recent one like “design as a

source of competitive advantage”(Martin, 2009) Design is
truly reduced to a slave as stated by Peter Merholz (2009)
in “ Design thinking is trotted out as a salve for businesses
who need help with innovation”.

Any domain that interfaces with Business gives away to
the structure and “process orientedness” of Business.
Whether it is Research, Quality or CSR, all gets “templa-
tised” into a set of steps that can be repeated over and
again to achieve the desired objectives. This attribute gi-
ves business its key characteristics of scalability, reliability
and predictability.

Since the industrially developed nations were the ones to
identify Design as a means to improve the nation com-
petitiveness, a majority of design policies are industry-
focussed. Following the footsteps of industrially developed
nations, the developing nations also joined the band-
wagon and started formulating their design policies which
had little or none relevance to actual needs of the nations.
There is quite an inspiring academic work that proposed
a developmentalist role of Design for a developing nation
right from Papnek (1972), Gui Bonsiepe (1991), H. Alpay
Er (1997) and Amir Sulfikar (2004)

An important milestone about developmentalist role of
design was the publication of the Ahmedabad Declaration
in 1979. The declaration was result of the joint meeting of
Meeting the United Nations Industrial Development Orga-
nisation (UNIDO) and the International Council of Societies
of Industrial Design (ICSID) for the Promotion of Design

in Developing Countries. The Declaration recommended
promotion of craft skills for economic advantage as well
as the integration of contemporary technology. However,
after three decades the situation at the ground level has
not changed.

Design has emerged as a high-profile activity, indispen-
sable to quality in sophisticated sectors of manufacture
and communication. Yet the original inspiration for
bringing design to this land—to lift the quality of life for
millions living at the margins of existence in villages and
urban slums—remains virtually untouched (H. Alpay Er
1997)

Governments across the globe have paid only lip service
to the real problems of the developing nations. Design is
reduced to an activity that is be practised in the sophis-
ticated sectors of Industry and is centred on promoting
consumerism in rich and high-income groups.

Given below are some observations about the Design
policies around the world.
- All leading design nations do not necessarily have a
national design policy

- An increasing number of countries are developing or
considering national design policies

- Design policy is more and more becoming an



integrated part of the industrial policy to promote
competitiveness.

- Awareness raising and design promotion to a broad
audience is the most basic level of design policy and
generally the first initiative that a government engages
in to support design.

- At the next level of design policy, design support is
targeted at design educations and design research
institutions.

- At the same level of design policy, design support is
targeted at companies (usually SMEs).

- The design policy or strategy is usually linked to a
greater vision.

- Most of the design schools are still focused on traditio-
nal design disciplines.

Contribution to the development process of developing
nations in terms of reducing poverty and satisfying the
basic needs of the poor masses has not been the fo-

cus of design. Design is still largely used by Industry for
commercial interests. Hence, in terms of its principal aim,
industrial design in developing nations is no different from
design in the industrialized market economies. (H. Alpay
Er, 1997)

In such a bleak situation the social has shown a possibility
of Design being used to its optimum potential. Many initia-
tives by organisations and associations like IDEO, DESIS,
Grameen Creative Lab etc and academic institutions like
Stanford D-School and other leading Design institutes in
developing nations(NID-India, Federal University of Rio de
Janeiro, University of S&o Paulo-Brazil, Jiangnan Univer-
sity, Tongji University, Tsinghua University China etc) are
addressing the issues in developing nations. Sectors like
healthcare, sanitation, agriculture, community develop-
ment, sustainability, financial inclusion and education are
some of the areas that get the ample attention and fun-
ding.

However, Design for social change requires long term
initiatives. Design firms from the developed nations who
are looking for faster turn around and quick results are
often disappointed and can’t sustain the extreme social
and political and cultural conditions of developing nations.
Also humanitarian design is often equated with design
imperialism which lacks the participatory and co-creation
approaches. Because of this serious lack the pilot projects
that show success in short run can'’t sustain the test of
time and ever changing dynamic conditions in developing
nation.

With all paths of realising the goal of design for develop-
ment apparently meeting a dead end, again going back to
Papnek’s thought of “What is non-existent has boundless
uses” needs to be revisited. Good design is as little de-

sign as possible. (Dieter Rams, 1980). This non-existence
of Design is possible if design is looked upon as an inhe-
rent capability of an Individual. Since this is inherent, no
attempt will be needed to separate Design as an activity
and hence its intrinsic value will be preserved.

Design and Development

The conventional indicators of development like income,
consumption, asset ownership etc have undergone a sea
change to reflect the changing dimensions of develop-
ment. UNDP has also adopted the Human Development
Index as a more holistic indicator of development of a
nation. Hence taking capability approach for Design will
bring focus on “human development” and not only on
economic development.

Andy Dong (2008) in his paper The Policy of Design: A
Capabilities Approach has proposed a capability set for
design as the foundation for ethical principles in design
policy. However, the paper dealt with urban spaces and
architecture and did not consider design in its entirety. To
extend upon this work the concept of external capabilities
is introduced. The external capabilities concept enables to
place design as function of external and internal capa-
bilities of person. This placement does away the need of
separating the design activity, making it non-existent and
making it boundlessly useful.

The Capabilities Approach

The capabilities approach; developed primarily by the
economist Amartya Sen and legal ethics philosopher Mar-
tha Nussbaum evaluates well being in terms of person’s
ability to achieve certain outcomes, doings and beings. It
measures human development by the freedom, which is
the “capabilities” of people to lead the kind of life that they
value.

The Functionings is the key concept and consist of
“beings and doings” of a person. So, living is essentially a
set of interrelated functionings. Therefore, being healthy,
having a good job, being safe, being happy, having self-
respect, and being calm are all examples of functionings.

Sen (1999) defines a capability as a freedom that enables
one to choose a lifestyle one wants to live. Capabilities
are a person’s real freedoms or opportunities to achieve
functionings. For example, travelling is a functioning; the
real opportunity to travel is the corresponding capability.
Hence, capabilities denote a person’s opportunity and
ability to generate valuable outcomes, taking into account
relevant personal characteristics and external factors.

Going by one the definition of Design; Design is devising
courses of action aimed at changing existing situations
into preferred ones.” by Herbert Simon we can now
place design in context of the capabilities approach.

The ecosystem in which Design exists is a result of many
factors, of which the country’s Design Policy, adoption of
Design by business and by the social sector are the most
important ones. But as seen in the section above, all the



three sectors are struggling to embed to design in their
systems and process. Each sector has its own limitations
which stops design from realising its full potential.

Since much of the action takes place in the developed na-
tions, developing nations who simply follow the same path
are bound to fail in marrying design and development. To
add to the damage the developing nations have their own
set of problems like corruption, land reforms, terrorism,
inflation that make it even more important to take a very
different approach towards Design.

However, most of the developing nations especially the
Asian and Latin American ones have evolved from some
of the oldest civilisations of the world. This long spanned
evolution and constant adaption to the changing envi-
ronment has made these nations resilient. This has also
created specific capabilities in the people of these nations
to come up with ingenious solutions to the problems. Cen-
turies of validation and refinement in these solutions has
ingrained this knowledge, skill and attitude in the lifestyles
of the people. It is these states of beings and doings has
enabled these people to survive through centuries and
constantly devise courses of action to change existing
situations into preferred ones. This is close to Gorb and
Dumas (1987) termed Silent Design and is one aspect that
is often overlooked in the ongoing discourse of Design.
Silent Design is one such casualty of the deal between
design and business. Silent Design is high jacked by

the Business thinking and only identified as an activity
that non-designers (people from marketing, production,
service etc) do within an organisation. No doubt that Silent
design is unheard of in the discussion of Design and De-
velopment. A vast literature exists on how this traditional
knowledge can be leveraged for solving the problems of
developing world. Many domains like Healthcare, Sustai-
nability, Agriculture etc have successfully used traditional
practices and organic farming, Ayurveda, Yoga etc are
testimony of this. John Thackara (2008) in his post “We
Are All Emerging Economies Now” quotes some examples
that demonstrate this very fact. One example that makes
the point very clear is that of how in Bengaluroo, India,
chickens are used to clean a locally grown grain ragi. A
wide patch of ragi is spread thinly over the road in a neat
circle. Chickens are allowed to eat up the grain. Instead

of feeding the grain in a bowl the chickens are fed in

such manner because the chickens are eat tiny maggots,
smaller than human eyes can see, which need to be re-
moved from the grain before it can be stored. It's a smart,
low-tech solution to a practical issue faced by farmers
everywhere.

There are numerous examples of how problems are solved
by common people around the world. But none of the de-
sign policies of the developing nations acknowledge this.
As a result this huge contribution to the economy goes
unrecognised and unsung.

Half the world’s economy is informal — and that pro-
portion is growing. And yet every time a new wave of

development is unleashed, the informal economy is
either ignored by planners or, if the poor get in the way,
they are routinely swept aside, along with the ways of
doing things that have served people well for genera-
tions. (Thackara 2008)

Capabilities Approach, External Capabilities and Design
Policy.

As a basis for design policy, the capabilities approach
would be focussed on what people need to realise outco-
mes that they value.

For the purpose of discussion let us consider two capabi-
lities that are often discussed in the context of capabilities
approach. The two capabilities are the ability to achieve
health and be well-educated. Here the individual is the ba-
sic unit of analysis in the capability approach and, indeed,
many of the capabilities described in the literature, such
as the ability to read, can be viewed as somehow belon-
ging to the individual. These capabilities obviously exist in
a socio-political and socio-cultural environment. So some
capabilities depend on what the government and other
organisations provide in terms of health care, schooling,
mobility etc.

Thus capabilities take two forms — individual and socially
created. James foster and Christopher Handy (2008) in
their paper external capabilities propose a new form of
capability -External Capability. External Capabilities are
the ones which enable a person to achieve additional
functionings through a direct connection with another
person. The capability approach acknowledges the role of
institutions and policies in the creation of capabilities. But
it overlooks the fact that the individual’s relationships can
influence greatly the capabilities.

So when the capability approach is used as a tool for
analyzing policy, it is likely to catch, for example, a
person’s expansion in capabilities from becoming litera-
te, but likely to miss the next step, wherein the person’s
literacy can enhance the capabilities of family and friends.
(James Foster and Christopher Handy)

Building further Nussbaum (2000) classified the individual
capabilities in ten categories as follows

- Life- Being able to live to the end of a human life of
normal length

- Bodily Health- Being able to have good health, to be
adequately nourished and adequate shelter

- Bodily Integrity-Being able to move freely from place
to place; to be secure against violent assault, including
sexual assault and domestic violence

- Senses, Imagination, and Thought- Being able to use
the senses, to imagine, think, and reason—and to do
these things in a “truly human” way



- Emotions- Being able to have attachments to things
and people outside ourselves;

- Practical Reason-Being able to form a conception of
the good and to engage in critical reflection about the
planning of one’s life

- Affiliation-Being able to live with and toward others,
to recognize and show concern for other humans, to
engage in various forms of social interaction

- Other Species-Being able to live with concern for and
in relation to animals, plants, and the world of nature.

- Play-Being able to laugh, to play, to enjoy recreational
activities.

- Control over one’s Environment-

Political-Being able to participate effectively in political
choices that govern one’s life

Material-Being able to property rights on an equal basis
with others

Now we will discuss how these categories can be used as
a framework for evolving the role of design in a developing
economy. The ten categories can be still further combined
and a new category be added so as to better integrate
design in the framework .The author proposes following
classification:

Figure 1: Proposed capabilities categories - Focus areas
for design in developing economy.

Since capabilities are a form of freedoms and opportuni-
ties that one has in a given socio-cultural setting, a Design
policy that is based on Capabilities Approach should first
and foremost be focussed on creating and nurturing these
opportunities and freedoms. Typically, a Design Policy lar-
gely reflects what the Policy makers think will be good for
a nation. As we have seen, how Industry has overpowered
and driven the Growth-based rhetoric for development,

most of the Design Policies have been formulated to cater
to the needs of the industry. This shifts the focus from the
actual needs of the society at large to serving the interests
of Industry. Although Industrial growth directly (employ-
ment, purchasing power) and indirectly (through taxes)
contributes to the so called development of a country-this
path leads to a capitalistic-consumerist society.

The Capabilities Approach would call for a more holistic
as well as a more detailed analysis to identify the priority
areas that a Policy needs to cater. An Individual or a group
of people will need different opportunities and freedoms
based on their geography, cultural background, historical
legacy and existing skill sets that they posses. This also
means that each of the factors mentioned above has the
potential to be leveraged to create opportunities/freedoms
for the people locally. The role of the policy maker is then
to aggregate these local opportunities and synergise it
with larger goals that the policy needs to address. De-
pending on the current stage of development and the
direction that a developing nation wants to grow the above
categories can be used to identify which opportunities and
freedoms should the policy address. For e.g. Countries
which face problems like poverty, food scarcity, disease
and where basic substance is a problem the policy should
be formulated to build the Physical capabilities. If the
inherent social structure of the country is strong enough

it can be leveraged and capabilities that fall under Social
category can be built to enhance the Physical capabilities.

With the proposed framework it is possible to use Ca-
pability Approach to inform the policy making process.
Following the model for Design Policy proposed by Gisele
Raulik-Murphy (2008) following recommendations can be
made.

Figure 2: Elements of a National Design Policy
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Promotion
- Conducting workshops, seminars that call for parti-
cipation of representatives of general public from all
walks of life to expose them to larger role of Design in
society

- Establishing channels and touch points that go beyond
exhibitions and publications to communicate the bene-
fits of Design

- Develop mechanisms and feedback systems to identi-
fy and assess the opportunities and freedoms that need
to developed

- Creating formal and informal counselling support by
which people can take informed decisions about their
life and development

Education
- The Policy should spell out a rationale of Design
Education such that the Designers coming out from
the institutes can facilitate the process of creating and
nurturing the opportunities and freedoms

- The Policy should provide flexibility and autonomy to
Institutes to integrate Design education with arts, scien-
ce, technology and business education

- Develop executive education programs that are
divided in the Design specialisations (Product Design,
Graphic Design etc) treat Design as unified discipline
of study. Such Programs should have focus areas (For
e.g. Design For Business, Design For Development,
Design For Sustainability etc)

Support
- Develop an ecosystem in which large organisations
can identify and map their business interest with the
larger societal needs and priorities. Develop programs
to assist such organisations adopt Design as means
to contribute positively to the triple-bottom-line(profit-
people-planet)

- Incubation support for innovations that take place at
grass roots level (by small entrepreneurs, individual
inventors/innovators, students etc)

Conclusion

Whether it is the government, industry or the social sector
if their objectives and plans are aligned with these capabi-
lities the outcomes are will be far more relevant and useful.
It's not that the current way in which Design is adopted

by the governments, industry and social sector has not
produced desired results. However, as we have seen there
has been a systemic flaw in the process and it undermi-
nes the very nature of design. It is high time that attention
is drawn towards this degradation of Design by all sectors
of economy. The framework above is based on one of the
widely accepted framework that is adopted by UNDP for
formulating the Human Development Index (HDI). Using

this framework possibility of achieving a sustainable holis-
tic growth can be increased.

Design Institutions in the developing world have the prime
responsibility of instigating this spark in the design lear-
ners and future designers of tomorrow. The philosophy,
pedagogy and delivery of Design education needs to
more aligned towards this new role of Design. Institutions
in developing world can’t be simply adopting the con-
cepts, approaches and methods of the Institutions of the
developed world.

At such a critical junction when the world economy is
witnessing hitherto unseen lows the developing nations
are like the silver lining in the dark clouds. Moreover, the
major sectors of economy are looking at ways and means
to sustain in this troubled waters and innovation is the key
for this sustenance. Can Design rise up to the occasion
and deliver the much needed impetus to the world. Can
Design help the world-both the developed and developing
change the perception of development? Can Design stop
being the ends and be the means to achieve this holistic
development? These are some questions that need to be
raised and answered.
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Abstract

Due to the special way designers know, think and act, ma-
nagers turn to them to better understand special aspects
of competitive contexts in which their companies perform
and to develop new organizational scenarios and pro-
ducts. For this reason, during the last years researchers
and professionals have been focused on comprehending
how design works and how it can contribute for innovating
companies. Despite the effort, design literature lacks in
studies of the experiential dimension in design processes
situated at organizational strategic levels. Therefore, the
paper presents a design experience developed within

a security doors company, using action-research strate-
gy. Besides having academic and corporate actors, the
experience involved young designers (students of Un-
dergraduate and Graduate Design Courses). This paper
presents the metadesign approach we used during the
experience, focusing especially on scenario thinking. Fina-
lly, this paper discusses how design scenarios can orient
conceptual design activity and organizational strategic
development as a whole.

KEYWORDS: Design process, Design-Led Innovation,
Metadesign, Scenarios, Action-research, Organizational
Learning.

Introduction

Design is today considered a fundamental asset for the
innovation of organizations. In design driven companies,

it is even assumed as an innovation paradigm. Therefore,
the relations between design and innovation have been
intensively analysed and now we are able to rely on an
impressive theoretical framework on the strategic potential
of design — counting on important contributions from Latin-
American authors (Magalh&es, 1997; Morales, 2004; Leiro,
2006). During the last few years, design literature has
been empowered by an impressive number of design pro-
cess models, techniques and tools. However, few studies
face the development of a design-led innovation process
using a participant approach in order to understand its
experiential aspects — by experiencing such models, tech-
niques and tools, and not creating new ones. We cannot,
therefore, rely on investigations that are meaningful for the
design discipline evolution (Cross, 1999: 5-6).

Following this direction, the paper presents the results of
a five-year applied research developed within a medium-
size enterprise - a security door manufacturer - and that

involved several designers. The goal of this research was

exactly to foster innovation in the organization through
design.

An action-research strategy was applied along with va-
rious consecutive research-assisted design processes. By
adopting a metadesign approach, a common design pro-
cess model based on Kolb’s learning cycles (1984) that
organizes four main phases (research, analysis, synthesis
and development) (Jonas, 2007) was used, resulting in an
effectively helpful action-research experience.

The metadesign approach is strictly related to scenario
thinking (Celaschi & Deserti, 2007; De Moraes, 2010). To
that end, this paper discusses the central position of sce-
narios in metadesign process, stressing their importance
for the analysis and interpretation of design research data.
Besides focusing on the relevance of scenarios for orien-
ting conceptual design activity, this paper illustrates how
design scenarios can orient the organizational strategy as
a whole.

Metadesign: a Design Driven and Innovation Oriented

Process

According to Stefano Marzano, CEO and Chief Creative

Director of Philips Design, a meaningful relationship bet-

ween business and design must seek a general advance

of our civilization, not merely profit purposes:
[Business and design] need to be able to find a com-
mon goal, an idea or objective that lies beyond the pre-
sent, beyond the temporary — a goal that goes beyond
a single transaction or a specific product. [...] In other
words, design and business need to connect not just at
a commercial level, but at a higher level, as well (2007,

p. 2).

The management of a company can certainly develop
innovative products and services through a strict connec-
tion with design, but it could also reconsider how it affects
market and society. As metadesign processes aim to as-
sociate new angles on organizational competitive contexts
and on building alternative scenarios, they might also as-
pire to the identification of feasible innovative trajectories
that allow the organization’s strategic development.

Designing new products derives from such scenarios and
occurs throughout such trajectories, so that new products
and services are consistent according to what the organi-
zation suggests. As stated by Alberto Alessi, Alessi’'s CEQO,
«working within the metadesign transcends the creation of
an object purely to satisfy a function and necessity. Each
object represents a tendency, a proposal and an indication
of progress which has a more cultural resonance» (apud
Verganti, 2008, p. 442).

The metadesign approach entails a reflection on the
design process, throughout and beyond its steps, that
motivates and justifies the activity itself, regarding its initial
context and its destination scenario. It implies deepening
the design problem and goals in order to define a good
process to reach a satisfactory solution (De Moraes,



2010). Most of all, such approach leads to the extreme
consequences of Donald Schén’s (1983) principles, con-
sidering that metadesign stimulates an ulterior reflection,
responsible for making the agents aware of the design
process’ meaning — in addition to promoting the “reflec-
tion-in-action” that is proper to design activity.

In this sense, metadesign is particularly appropriate for
developing organizational processes oriented to com-
pletely reconsider how companies operate and how they
define their future strategies in order to innovate them.
The model presented in Figure 1 describes a metadesign
process aimed at innovating from David Kolb’s (1984)
experience learning cycle. Kolb’s work is relevant to our
research as it intersects writings on learning processes
(Dewey, 1938; Lewin, 1951; Piaget, 1970) with writings on
creative processes (Wallas, 1926), decision making (Si-
mon, 1947) and problem solving (Pounds, 1965). Besides
considering issues that are key for studies on learning and
organizational development (including Kurt Lewin’s action-
research experiences), the author also acknowledges
specific concerns on organizational practices.

As suggested by Lewin and Piaget, Kolb states that
experiential learning is strongly affected by four cyclic
polar dimensions: concrete experience for abstract con-
ceptualization through reflexive observation and abstract
conceptualization for concrete experience through active
experimentation.

A number of authors agree that four macro-phases can be
found in Kolb’s dimensions: research, analysis, synthesis
and achievement (Kumar, 2004, p. 3; Jonas, 2007, p. 199-
201; Cautela, 2007, p. 62; Celaschi, Deserti, 2007, p. 56,
129). Such model introduces the concept of innovation,
which is the main goal of the processes and, therefore, is
central to what is proposed in our paper. Design acts as

a centripetal force towards innovation, “distorting” the ex-
periential learning cycle in a design-led innovation spiral
(Franzato, 2011).

Metadesign processes do not aim to be conclusive, but
restless as they require constant innovation-wise ques-
tioning (from the organization) that does not seem to be
translated into a single, clear request to designers. Even
when such anxiety is summarized into a briefing, it may
be understood as a pretext for innovation through design.
Designers, who are able to critically read the briefing, can
reopen it, scan it, interpret it to then discuss it along with
the company. This initial activity that Michele De Lucchi
(1999) calls “Counter-briefing” redefines the meaning of
the process within the organization. The process can then
start to follow the steps below.

In phase one, researches destined to feeding the des