Design in the Age of New Mediums
How new tools keep remaking design work, and
what design thinking is.
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Today you set up your repository, then we look at
how new tools have changed design work.

O1-The repo 02 - How we got here

GitHub Desktop, hands on. Your repository goes up and your A short history of the field as a dialogue between designers

personal statement is its first commit. The statement itself is and their technology, and two schools of thought, disegno and

turned in on Blackboard. the Bauhaus, arguing over whether the head and the hand are
one job.

03 - Design thinking

What the phrase means, where it came from, and where this
course sits inside it. On Wednesday you use it to state your first
problem.



The Repo

TWENTY-FIVE MINUTES, TOGETHER.
GITHUB DESKTOP, NO TERMINAL.
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First: an account

o1 02 03
Sign up Install Learn the save
github.com, free account. Pick a username GitHub Desktop, from desktop.github.com. Saving to git is two moves: commit, a named
you'd put on a resume; this becomes a public Sign in with the account you just made. No save of what changed and why, then push,
address for your work. terminal required. which copies it to GitHub.
You get You get You get
A home for every project Git with buttons Versions with reasons

this semester and after attached, backed up

COMMIT = SAVE WITH A REASON. PUSH = BACK IT UP. WORKHORSE



Stand up your repo

01

Create

Sign in to GitHub Desktop. New
repository: art418-<lastname>.
Initialize with a README.

You get

A folder git watches

EVERYTHING IS TURNED IN ON BLACKBOARD.

02

Commit

Drag your personal statement in.

Commit it: "personal statement,
first pass." Say what happened,
never "update."

You get
A'log entry

The first version of record

THE REPO KEEPS EVERY VERSION OF YOUR WORK.

03

Publish

Push to GitHub, private. Add me as

a collaborator so | can see your
work.

You get

A backup
Every version, kept

04

Log

Add LOG.md, one line about today.
The log holds what a commit
message can't: decisions, and
what the machine did.

You get

A record of judgment
Graded from October 19
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You just adopted a medium that didn't belong to
designers ten years ago.

That's the third or fourth time this has happened to this field.

A short history, with the work on screen. Then what design thinking is.



How We Got Here

THE FIELD KEEPS BEING REMADE BY ITS TOOLS.
THERE IS GREAT GRAPHIC DESIGN IN EVERY ONE OF THESE ERAS.

\WORKHORSE



"There will be successive such waves, and they will demand

more than big ideas and powertul design."

FOREWORD TO DAVIS, CREATIVE STRATEGY AND THE BUSINESS OF DESIGN, WRITTEN IN 2016, BEFORE AI ARRIVED.

Marjorie Kalter
Wrote the foreword to the course's main book.

Every wave is a new medium arriving. The history of this field is a dialogue between designers and
their technology: the technology speaks first, designers answer.



How We Got Here

Each stop is one exchange in that dialogue: a technology
arrives and moves the line between design and
production, and designers answer with new forms. For
most of this history those were two separate jobs.

[  J @ o | @ ] |  J @ | | @
1400s 1450s 1563 1700s 1814 1851 1890s 1919 1950s 1970s 1984 1990s 1995 N
Woodcut. The Gutenberg. Disegno. The The type Lithography.  Victorian Arts and Modernism. The Postmodernism.The Mac. Multimedia. The browser. Al
illuminated Movable type first design founders. The steam ERS Crafts. The The Bauhaus International  Theory PostScript CD-ROM Then the
page academy Design press manufacture  poster Style phone

becomes a

product

TWO JOBS, WITH THEIR OWN SETS OF SKILLS AND EXPERTISE. THAT SPLIT HOLDS FOR CENTURIES.



The printed page 14005 to 15608
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The woodcut is the first mass-produced image; the illuminated manuscripe is a one-off luxury object. Movable

type industrializes the word, and printing settles into trades: composing, engraving, presswork.

LIMBOURG BROTHERS, TRES RICHES HEURES, C. 1412 - SAINT CHRISTOPHER WOODCUT, 1423, THE EARLIEST DATED EUROPEAN PRINT - JOST AMMAN, PRINT SHOP WOODCUT, 1568
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Disegno

Italy names the split before the machines exist:
disegno.

One word for drawing and design both: the idea in the mind before the hand moves.

Vasari, Accademia del Disegno, Florence, 1563. The first design school, founded to lift the designer
above the craftsman.

The head and the hand become two different jobs, and two different social classes.



Disegno 15005 to 15608

This is what disegno looks like. Michelangelo works the whole fresco out in red chalk before a brush touches
plaster: the design exists on paper first, and assistants can execute from it. In Vico's engraving, an academy at
work: students drawing by lamplight, learning to think on paper. Vasari writes the drawings and the drawers

into history.

MICHELANGELO, STUDIES FOR THE LIBYAN SIBYL, C. 1510, THE MET - ENEA VICO, THE ACADEMY OF BACCIO BANDINELLI, C. 1544, THE MET - GIORGIO VASARI, PORTRAIT PLATE FROM THE LIVES, 1568



The type founders

A S P E C I M E N 1 ALPHABETS 187 )

By WILLIAM CASLON, Letter-Founder, in Chifiell-Street, LONDON.
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Design becomes a product you can buy. Caslon's specimen sheet is a catalog: letterforms designed once, cast in
metal, sold to printers everywhere. Fournier invents the point system so type from different founders can work
together, and Bodoni's Manuale is a designer publishing his own life's work as the artifact.

WILLIAM CASLON, SPECIMEN SHEET, 1734 - PIERRE-SIMON FOURNIER, MANUEL TYPOGRAPHIQUE, 1766 - GIAMBATTISTA BODONI, MANUALE TIPOGRAFICO, 1818



Mass production 1814 to 18908

The steam press, lithography, and machine typesetting make print cheap and fast. Victorian manufacturing
imitates handmade luxury at mass prices, and printed advertising becomes an industry with its own artists.

KOENIG STEAM PRESS, 1814 - PEARS SOAP CHROMOLITHOGRAPH, C. 1900, AFTER MILLAIS - CRYSTAL PALACE, GREAT EXHIBITION OF 1851



Arts and Crafts, and the poster 16805 to 1900
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William Morris rejects machine production and returns to hand work: Kelmscott cuts its own type and prints
on handmade paper. In the same decade, color lithography makes the poster a painter's medium.

KELMSCOTT CHAUCER, MORRIS AND BURNE-JONES, 1896 - MORRIS, STRAWBERRY THIEF, 1883 - TOULOUSE-LAUTREC, MOULIN ROUGE: LA GOULUE, 1891 - MORRIS'S BOOKS ARE IN OUR OPEN LIBRARY



The avant'garde 1909 to 1923
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TRISTAN TZARA: Invitation to a Dadaist evening
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Futurists, Dadaists, and Constructivists treat the printed page as a composition. The experiments come from
outside the printing trades: painters and poets setting type themselves.

EL LISSITZKY, BEAT THE WHITES WITH THE RED WEDGE, 1920 - F.T. MARINETTI, LES MOTS EN LIBERTE FUTURISTES, 1919 - TRISTAN TZARA, DADAIST EVENING INVITATION, 1923 - PLATES FROM TSCHICHOLD, THE
NEW TYPOGRAPHY



"There is no essential difference between the artist and the

craftsman.”

BAUHAUS MANIFESTO, 1919. READ THE MANIFESTO

Walter Gropius 1883 to 1969
German architect. Founded the Bauhaus in 1919.

The direct answer to disegno. Four centuries after Florence split the head from the hand, Weimar
tries to put them back together: in workshops, not lecture halls.


https://bauhausmanifesto.com/

Bauhaus 1916 to 1933
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% MOHOLY-NAGY

\ PHOTOGRAPHIE

The counter-school to the academy tradition. Art and craft are taught as one activity, in workshops, at the
machine: masters of form teach beside masters of craft. Gropius drew the curriculum as rings: every student
starts in the basic course, works through the material workshops, and ends at building. The ideas in this diagram

are still most of what design school teaches.

OSKAR SCHLEMMER, BAUHAUS EXHIBITION POSTCARD, 1923 - GROPIUS, BAUHAUS DESSAU, 1926 - GROPIUS, BAUHAUS CURRICULUM DIAGRAM, 1922 - MOHOLY-NAGY, MALEREI PHOTOGRAPHIE FILM, 1925



Painting reaches pure abstraction.

VASSILY KANDINSKY, COMPOSITION 8, 1923 - GUGGENHEIM, NEW YORK - KANDINSKY TAUGHT THE BAUHAUS FOUNDATION COURSE




Abstraction goes to work 1021 to 1025

VIERDE JAARGANG 1921

s
-
=
>
2

INTERNATIONAAL MAANDBLAD

VOOR NIEUWE KUNST WETEN-
SCHAP EN KULTUUR REDACTIE
THEOVANDOESBURG

LEIDEN ANTWERPEN PARIJS ROME

Designers take abstraction to printed matter. They believe abstract form can work as a universal language: no
ornament, no national style, no illustration standing between the message and the reader. Type set on the
diagonal carries energy, asymmetry directs the eye, and the page is composed the way a painting is, but printed

in the thousands.

THEO VAN DOESBURG, DE STIJL JOURNAL COVER, 1921 - EL LISSITZKY, ABOUT TWO SQUARES, 1922 - ALEXANDER RODCHENKO, BOOKS (LENGIZ) POSTER, 1924, WITH LILYA BRIK



The New Typography
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WALTER DEXEL: Postcard in AG. Black type on yellow card.

Jan Tschichold writes the movement down as working rules: asymmetric layout, sans serif type, whitespace as a
compositional element. He turns the avant-garde experiments into a method any printer can follow.

PLATES FROM JAN TSCHICHOLD, DIE NEUE TYPOGRAPHIE, 1928 - WALTER DEXEL POSTCARD - PELIKAN CATALOG PAGE - THE FULL BOOK IS IN OUR OPEN LIBRARY



"The essence of the New Typography 1S Clarity."

DIE NEUE TYPOGRAPHIE, 1928. THE FULL BOOK

ﬁA | Jan Tschichold 1902 to 1974

l .
German typographer. Wrote the avant-garde's experiments down as rules.

Nearly a century later, most design still follows it.


https://archive.org/details/1928-jan-tschichold-the-new-typography

The International Style Los0s to 1970¢

Standard Light
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Effective advertising begins
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Standard l \a Ee I =r

Extended

Effective advertising goes
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Berthold Types afford for

E— Kunsthalle

Effective advertising goes with good typography.
beethoven Berthold Types afford a wealth of expression
for the discerning printer. It is clear enough

abcdefghijklm
nopqrstuvwxyz

Effective advertising goes with good typo-
graphy. Berthold Types afford a wealth of
expression for the discerning printer. All

Grids, objectivity, sans serif type. Swiss designers turn design into a rigorous, repeatable practice, and corporate

identity work is builc on it for decades.

JOSEF MULLER-BROCKMANN, BEETHOVEN POSTER, 1955 - AKZIDENZ GROTESK SPECIMEN, BERTHOLD - HELVETICA SPECIMEN, 1957



Postmodernism WORKHORSE

Theory breaks the modernist certainty.

The 1968 crisis Theory enters design

Vietnam, civil rights, urban upheaval. Young designers see Semiotics, cultural criticism, and postmodernism reach design
modernist rationalism as the style of the corporate machine education. Students and teachers start questioning the values
and go looking for alternatives. and hierarchy of the profession.

Punk and new wave Meanwhile, in the office

Torn paper, ransom-note lettering, photocopied flyers. Wild: designers were reading Derrida while "these pale gray
Weingart in Basel, then Cranbrook and CalArts, push machines that made awkward looking typography were

typography past the Swiss rules. multiplying in their offices."



Through all of this, design and design production

are still two separate jobs.

Their own sets of skills. Their own expertise. Their own departments.
The Bauhaus argued against the split. The industry kept it anyway.

1984 changes that. The tools close the seam the theory couldn't.

\WORKHORSE




Desktop publishing 1084 to 1095

A

Macintosh, PageMaker, PostScript. Production becomes synonymous with design as designers are asked to do

3

more. Th@ pI’OdllCtiOIl department gOECs away.

APPLE MACINTOSH 128K, 1984 - PAUL BRAINERD, ALDUS CORP., WITH PAGEMAKER, 1985 -+ THE PHRASE "DESKTOP PUBLISHING" IS BRAINERD'S



That was then, and this is now: but what is next?
By Lorraine Wild

The follewing essoy i bosed on the transcript of & talk that I geve ot 10

the Context of Camputer-Baied Bedio, o symposium orgenized by Louise Sondhaus and presented ot the Jan von

Eyck Rkademie in Maostricht, The Netherlonds, in Movember af 1995, 1t is b ghly speculative, and reading it

new, Ithink thot some of the conditions thet I deserlbe have alreody shift

but that is the nature of the

speed of change thet confronts us, T wos simply tiying to copture end describe the mom th

t we educators

and proctitioners are in fight naw. (You blink, and it has changad). T wish to thonk the Jan vo

Eyck Akpdemie

for giving me the assignaent ond the time te collect and record my thoughts.

I'm standing here not as an authority an multimedia or design education, but from
the position of working inside of design education for twelve years, and connecting
it with my own experience as a student from the mid-70s through the early 80s.
That, ond the context of my experiences ot Cal Arts, end my ongoing experiences
as a design practitioner in Los Angeles, hove had on impoct on the way thaot I see
the future of work in design. I can't pretend that what 1 say will apply to all
graphic design educators and practitioners everywhere. But in the U.S., Los Angeles
is usuolly regorded as the place where both good and bad things happen first,
becouse Californians are crozy and will try anything. Yet, usuolly, what happens
there ends up hoppening everywhere else, sooner or later. So today I'm just
speoking from my own experiences, but on the other hand, all I can say is: y

1'd like to start by describing some recent observations thot hove offected my

thoughts obout what's going on in the profession that we are educating designers
to enter.

The bigger picture

Recently the Llos Angeles Times featured an orticle about one of the many invisible
wars of rivalry between the metropolitan areos of San Froncisce and Los Angeles,
over which one would achieve economic domination in the new field of multimedia.*
The gist of the article was that northern California held the lead in har

dware (a5 in
technology) development

. ond financing, and that southern Colifornia held the leod
in software (as in content) and its financing, and
would end up drowi

that it was not clear which orea

ng the most benefit from the phenomenal growth attoched to

the new technologies. But what caought my eye wos that the stote tax rolls olready

LA Timex

had hundreds of businesses registered as t jevelopers. A few years ago,
Nicholos Negroponte of MIT's Media Lab predicted that the movie industry would
be "the kestack 4 f the and the repart in the Los Angeles Times

reinforced this idea, claiming that the infrastructure dedicated to telling staries
could contend, economicolly, with the infrastructure for delivering the stories. In
fact, what the article summorized was the interweaving of Silicon Valley and
Hollywoed into a blended economy, and that Sillwood was already regarded 05 0
source of economic regeneration in Californio.

Thic is the environment that ten or so undergraduates and $ix or so graduate students

from Col Arts will walk inte this May, and on into the future...

High anxiety

In October of 1995, the Rmerican Institute of Grophic Arts held its biennial notional
canference in o hotel in Seattle. Previous conferences have consisted of lectures
by various graophic design world heovyweight of their lotest work, or presentations

by large-scole clients. Other issues are covered, such os history, professional

practices, ethics, and design education, but generally, RIGA conferences in the
past have functioned os professional love-fests, where the main goal was the (ot
least temporary) glorification of grophic designers by grophic designers. But o new

s generation leeds the ATGA now, and the 1995 conference was
advertised with the follewing text: =

1alogy going to

- S they - # who i or is2 public occess tc

put us all out of business?

The seattle conference was different. First of all, there were no general
presentations by graphic designers of their current visual work and none of the
speokers who addressed the topic of the future of the profession used any current
work by other graphic designers to illustrate their notions of where the future was
leading. In other words, there wos o real disconnection between the work thot
graphic designers specifically produce now - good, bad, or ugly - and the
preoccupation with the lorger question of whot we might be doing in the future.

one of the most important presentations of the conference was o dialogue on the
main stage between Bill Drenttel, partner of Drenttel Doyle & Partners, a very
successful design consultancy in New York, ond Nancye Green, partner of Donovan
and Green, an equally successful New York design office. They did not show any
examples of their work, but spent 40 minutes discussing how absolutely confusing

and challenging it was to be running o large design consultoncy in 1995, The

RKHORSE
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Lorraine Wild, "That Was
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https://www.emigre.com/Essays/Magazine/ThatwasThenandThisisNowButWhatisNext
https://www.emigre.com/Essays/Magazine/ThatwasThenandThisisNowButWhatisNext

conditions that they described so persuosively could be charocterized os follows:
the problems that clients were bringing them had become exponentiolly more
complex, in port becouse of the range of possible medio thot presented themselves
as possible salutions;

— gudiences themselves were more complex, split into micromarkets; ond/or scattered

globally;

they were being osked to oddress these complex audiences; yet, paradoxically, the

multimedio oudience hod to be seen os o large group of oudiences of one;

earlier models for stoffing ond monaging ond orgonizing o design proctice didn’t

seem appropriote to these challenges, which meant thot designers were now faced

with the challenge of eorgonizing teams, often including expertise from outside of
graphic design, to adequately cope with their clients’ projects;
- research wos hard to define ond hard to bill for;

~ despite the delight in producing imoges, designers had to recognize thot moking
visual things was now only one way of working in design;

—o lock of credibility wos so pervosive as o cultural phenomenon that trying to create
genuine communicotion through o hoze of excess marketing was making life more
difficult for everybody;

- and finally, the constant pressure of time continued to mitigote agoinst the
leisurely solving of cny of these problems.

I thought thaot Drenttel’s ond Green's presentation was o defining moment in
contemporary American grophic desian, although whether or not it wos recognized
os such by a large percentage of the oudience in Seattle is debotable. Possibly, it
made many of the designers in the oudience very uncomfortoble becouse it was such
a definitive, intelligently expressed description of not know . Neither Drenttel
nor Green delivered their message hopelessly, but by setting aoside the seductive
imoges of their accomplished work in favor of confronting the mossive uncertainties
of proctice os it is experienced daily, it was perhaps the most poinfully honest
presentation that the grophic design profession had seen in o while. (Certainly just
as honest a moment as when the cudience, who obviously wanted to celebrate their
embroce of technalogy, their plucky willingness to occept chonge no matter where it
brought them, applouded wildly os a designer at Adobe systems showed some video
footoge of herself destroying o Macintosh computer with o sledgehammer.) *

Anyway, memories of Seottle were still fresh when I encountered this statement by

Michael Rock of the current Yole design faculty in o recent issue of the ATGA
Journal: "That contemperary design educatior

This statement took me aback: it's quite extreme! Yet oll the evidence of o severe

realignment in design proctice hos been piling up. Far two years now I have
witnessed o steady acceleration of change — on expansion of the range of technical
possibilities, which offects the noture of what designers aspire to do, and whaot
they fear being denied if their skills somehow fail to fit the potentiol of the new
media, These possibilities have been anticipoted for yeors, since the computer
started being integroted into grophic design es a production tool. It was so easy to
say, 1, it's just onother tool” (or, more compellingly, "It's ly fost

) as long as it was simply being used to replicate earlier manual tasks. But
now, new media expand the problem of communication to encomposs dimensions of
time, sound, motion — and, suddenly, the gre in graphic design seems
constrained or parochial. The two-dimensional expertise of the graphic designer
appears to be o prafessional liability rather thon o ticket to greater participation
in the communicotion of the future. And the new media tools open up the possibility
for communicotion to a radically expanded number of people, challenging the fragile
claims to outhority that designers have worked so hard to establish. As Michael
Rock stated, the inter-relationship between practice and education connot
be circumvented or denied. To build a future in the foce of these challenges to the
definition of graphic design practice, I think we have to look with somewhat of a
cold eye at the source or sources of our current poradigms of education and

practice that come from the post,

Way bock in the 80s

In 1983, I wos asked by the Society of Typogrophic Arts (now the ACD) to write an

essay on the ideal design education.” At the time, I was teoching ot the University
of Houston in Texas in bath the architecture ond the grophic design departments.
I had graducted from Yale University the yeer before, and while 1 was there,
buried under the burden of completing my moster’s degree thesis, I found myself
envying the quality of the general education that the younger undergroduates
were receiving. There were limitations on the omount of specialization thot

any bachelor's degree student could toke — and instead of holding them bock,

it seemed to enoble them to communicate their ideas and intentions with the rest

of the world.

of course the arguments exist that an elite institution like Yole is merely o finishing

school for privileged students already destined for leodership positions in society,
but like a lot of other American institutions, Yale had diversified their student
population from the late 60s on through the admittance of women and an increased

percentoge of minorities. The undergroduate student body did not fit the cliché of

The Design Journal
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the old Ivy League, and still the education was impressive. The alumni newsletter
chrenicling an endless list of accomplishment in oll fields seems to indicote thot the
educators ot that university were doing something right.

So what was it? After looking at it reolly closely, and ofter going on te teach at a
state university that had incorparated more speciolized job troining in lieu of
troditional acedemic development under the rubric of a mare and

definition of on undergraduate curriculum, I could see thot it wos the
Yale tradition of endless writing ond reoding, requirements ocross o general field of
subjects, and most importantly, o constant stress on intellectual inquiry aond
curiosity that sustained groduotes for beyond their yeors on the compus. It seemed
clear to me then, (ond thot's whot I ended up writing about in 1983) thot the best
thing an undergraduate design educotion could do would be to embrace thot serious
commitment to cultural generalism, becouse designers needed to be literote ond
intellectually flexible if they were going to be oble to communicate with any
meaning, energy or autherity in their society and culture.

I should add right away that this spirit of inquiry was notably missing from my own

ite education in the very same university, In 1980 the moster’s degree
progrom at Yole was one of the lost bastions of lote modernist design rigidity,
enforced with discipline; all rules ond mannerisms combined to produce on exterior
facode of professionolism, no questions asked. I will always remember when o
visiting tutor asked us groduate students to describe what it was thot was
important to us as designers. Everyone responded mechanically with clichés obout
problem-solving and communicotion, when in fact, methodologies of communication
had never been discussed; we were really most anxious to complete our typography
preblems in the blondly obstracted Swiss style that our foculty deemed correct.

It was true that this style, which possed for well thought out grophic design at Yale
and other design departments in the late 70s ond early 805, was also the style of
corporate America. If you mostered it, you were guaranteed employment in any one
of a score of offices on the eastern seaboard. Though it was certainly never
orticuloted as such, the intellectual preporation of students os communicators hod
become secondary to o sort of vocotionol education limited to the production needs

of the profession, or ot least what the profession thought that it needed, in the
short term.

Even before the 80s

But o hollmark of modernist design educotion in the U.S. hos been its SEe-50wWing
relotionship to the field of practice. There wos no academically sanctioned
design education in the U.5. before the arrival of various European designers
associoted with the avant-gorde, like Moholy-Nagy, who brought the New Bauhaus
to Chicago (independent for o brief while, eventually finding a home at the Illinais
Institute of Technolegy), or Gyorgy Kepes at MIT, or Joseph RAlbers, first at Black

Mountain College, and then ot Yale. The work of these educators a mere sixty years
ogo begon the development of a professional design pedagogy in the U.5.,
connecting educotion with the modernist promise of sociol and cultural omelioration
through proctice.

I feel queosy about the series of broad generalizations I am about to make in on
attempt to summarize the evalution of this modernist ideal in the U.5., becouse I
don't want to moke it seem simplistic, but for the sake of brevity, please bear with
me: * The big shift in design teaching that was brought by this first generation of
émigrés to the U.S. wos o move awoy from the constent production of visual novelty,
ar restyling as o commerc art, They also expanded design activity from aesthetics
to encompaoss o conceptual operation, where design projects ond problems in two or
three dimensions were generated by an internal analysis, without preconceived
notions of solutions, from inside the problem to outside the surfoce. Form would
follow function, which wos understood in graphic design as meaning. This new idea
brought obout an explosion of creativity te a field that had not been noted for o
great deal of conceptual innovotion. But this new opproach was olso occomponied
by o very strong oesthetic of its own, which we are all familior with, and which over
time tended to shift from being a visual signifier for the conceptual bosis of the
project te becoming a stand-in for substonce itself.

And the way that happened in the U.S. hos something to do with the struggles of the
first generation of designers who worked hard at promulgating the modernist
project in the commercial/professional context of the U.S. ofter 1945, and who
fought for recognition in thot context. They found thot o most efficient way to
connect to their clients as consultants wos to tie their own identity as artists ond
individual creaters, or stors, to the work that they produced. Like movie stars or
famous artists (figures more eosily understood by commercial/popular culture), their
work waos increasingly championed on the basis of personal outhorship (even if the
work wos octually the product of o 30-person office), rather than for its merits.
This is not to say thot there weren't plenty of meritorious projects; they just
weren't sold or understood on that basis: not only by clients, but by the design
profession itself.

By the time I was in design school in the mid-70s, the phrose the star system,
describing the process of getting known for one's work on the bosis of receiving
awards, ond building ene’s reputation ond personal identity on that, wos openly
acknowledged by students with more than a bit of cynicism (ond o bit of jealousy,
especially during the 805 when even minor league stars were moking so much money).

This hod its effect on design education, obviously. Since work thot succeeded was
presented os the result of individual genius, and since modernism could not be

discussed os o style with conventions becouse it was alleged to be free of them ond
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continued to be confused as a signifier for truth, graphic design curricula
increasingly moved from the problems of truly conceptual practice to the induction
into the modernist style, combined with the development of the personal ability to
will one's work into correct ond persuasive shape. There was a blip of time in the
early 1970s in which this did not hoppen (and I will get to thot interesting moment
shortly), but otherwise the trajectary of design from a conceptual activity to a kind

of compromised personal artistry in the service of commerce hos been quite direct,
A major digression

The events thot interrupted this trajectory, other than the blip that 1 have just
mentioned, were the onset of semiotic theory, culturel criticism, postmadernism
and to a certoin extent, graphic design history as conciousness-raising in grophic
design educotion. The influence of these thearies (even when mistronslated
or misunderstood by graphic designers) brought new life into o field thot was in
serious danger of terminal trivializetion. Potterns in the production and con-
sumption of public imogery begon to be discussed, and the natural ossumptions
of the profession began to be understood as constructions.

Simultaneously, the number of graphic design students kept increasing. The number
of designers kept incrensing. Different kinds of people, such os women, goys, ond
minorities of all types, began to shift the profile of the profession. Students and
teochers reading theory started questioning the basis for the values and hierarchy
inside and outside of the profession. And around the some time that designers
storted perusing Derrida, these pole aroy machines that mode awkward looking
typography were multiplying in their offices.

Things to come

To return to the blip of the early 1970s, which prefigured all of this, in a truncoted
way. In the U.s., the crisis of the late 19605 — which circled oround apposition
to the Vietnam Wor, the ongoing fights for civil rights ond women's rights, the
onset of assassinotions ond urban upheaval - hed shaken the foith of 50 many
people in the institutions around them. In graphic design, it wos already evident
thot the attenuated rationalism of modernism wos the style of the military/
industrial/corperate machine. Leoking for alternatives, young designers looked ta
the roots of eorly modernism, with its commitment to constont activist revolution,
to reinvigorate their own efforts. An obsession with taking control of systems
rather then being controlled by them became critical, and understanding systems
become more important than aesthetics, momentarily. Buckminster Fuller, Marsholl
Mcluhan, the Whole Earth cotalog (with its wry subtitle,

"o catolog of tools") ond

the guerrilla TV collective Ant Farm were on many ospiring designers’ reading lists,

and it was assumed thot both the tool of the future and the medium of the future
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wos... video. Those back-breaking i engendered dreoms of a medium thaot

would shake its audience out of complacency, restere spentaneity and democracy to

the media, and turn passive spectotors into active citizens. Video would provide an

out to designers frustrated by the limitotions and control of predetermined form.

This was the same period when a fascination with problem-salving methodologies —

brainstorming and all sorts of other onalytical techniques — were also being explored

as o way to short-circuit the easy assumptions of formalism. The politics of the time

encouraged the spontoneous, ad-hoc and collective notures of these explorations.

On the oesthetic side, the influences of Andy Worhel and Robert Venturi helped re-

invent the woy designers sow the pop culture environment that formed the context
of their work. Hitting 30, the singular aesthetic of abstrocted modernism waos not
to be trusted, and the stiff cultural hierorchy between high and low wos beginning
to crack. Though the modernist style wos not fully cbondoned at this point,
grophic design teaching and practice wos briefly energized by this moment of hippie
modernism, where the conceptual problem wos once again in the foreground.
pesigners dreomt of o utopio of connection to the community through the peaceful
use of technology.

But... the parta-poks were too heayy, no one had time for real time video, and the
dreoms of revolution attached to local access cable Tv fell out of favor when truly
large scole coble componies offering round-the-clock presentations of old sitcoms
clarified the situation thot such access, in video or cable TV, was still inexorably
one-way; possive, not the goteway to revolution.

By ond lorge, graphic designers were not to poy attention to the role of technology
in their futures until the pale grey boxes were completely ubiquitous. Whot was
initially disguised os the distress over the Macintosh as o generator of typoaraphy
(or o creotor of instant graphic designers) hos proved to be o much larger anxiety
aver the effect of the new medio on the current conception of the design
profession itself, ond whether the constructs that hove governed proctice and
education up to this point are even going to survive the full implications of the

technelogy.
Too much to leorn

when designers first began to notice that the use of the computer demanded that

they now had to resume responsibility for details of production, there was im-
mediote consternotion thot the trode-off for increosed oesthetic control, and

the constantly disappointed promise of increased productivity, hod been to remire
the designer in o practicolly premodern model of work — the sweat-shop. 0f course,
the flipside of that model was the premodern publishing operation, where editing,
designing, printing and distribution could be collopsed into o simpler, less
capital-intensive operation, full of potential. But merely mostering the technology

seemed to overshadow the ability to pouse and notice where the work could go.
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Educotors ond proctitioners were distracted by the whole new bog of necessary
skills thot greatly impacted croft: the ever-expanding number of software
programs to master, added on top of all the older mandoted skills and technigues.
Intentionally or not (in foct, despite the best of intentions), the problems of
mostering digital technology for print production tended to crowd out what little
time was given over to the conceptual development of design in mest curriculo, Of
course, talented teachers hove always managed to insert conceptual development
into the process of skill ocquisition, and in fact that is what has prevented the
teaching of design from being completely subsumed into this technological shift.
But bosically, for the lost few yeors design educotors have been foced with the
conundrum best expressed by the classic Texan phrase,
f manure in a ten-pound bog.” Or os Meredith Davis and Andrew Blauvelt

How are grophic designers, ot leost as we currently prepare them, going to be able
te go beyond the entertaining of noti of authorship ond entrepreneurial
independence into substantiative porticipation in the production of this new
media? Where will they gain the skills to collabarate with those who know whot they
don't? These questions tug ot me os I see CalArts groduates go out into the world
with the intention and ability to work in new media. Though there are tons of job
opportunities for those students, it is not self-evident to the world out there thot
the skills of o grophic designer are critical to the success of new media projects.
I also see the way that opportunities to work in multimedia come to practicing
designers. 0ften, designers are opprooched with projects thot hove alreody been
strotegized, which moy need a visual retooling after the fact. This doesn’t
contradict the alreody estoblished model of the print designer providing the visual
interfoce between the client and their intended audience. But it obviously
frustrotes the entire promise of the new media to break down the barriers between
form and content {not to mention the old conceptualism that insisted on an idea
behind the image); what use is it if grophic design is segregoted to the opplication
of form?

The new medio have begun to reverse the processes that have led to the specialization

of graphic design out of o field of general design praoctice. This threatens to tip
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our professional definition upside down. The contemperary identity of the graphic
designer was only constructed ofter printing and typesetting technologies isoloted
the activity of plonning and form-giving from both the development of content,
and the actual production of printed matter. Modernist practice evolved fram that
industrial separation and the intensified pers: ot of conventional design
activity in recent years can be seen as a continuation of these processes in the
extreme. The identity of grophic design is constontly reified by its own pedogogies,
practices, professional owords, journelism, and even history, which until now,
focused on the visual presentation of printed motter. Whereas the problems ond
projects that constituted graphic design seemed so stable, multimedio brings
additional dimensions of difficulty and complexity that are only peripherally related
to grophic design proctice as it is commonly understood. Suddenly interactivity and
the desian of interfoces, the connection between information ond users, demands
thought in terms thot range from the industrial understanding of human factors to
the theatrical culture of entertoinment. A visual sensibility is o voluable thing to
have, but it is only one sensibility; o good sense of timing ond sound are now really
important as well.

And ideas of what might be done with the new media ore the most important of all,
while designers worry about their own qualifications or competency to moke this
wark, yone can get their hands on the technology; one project, and you, too,
con be a multimedio developer. Hovering over all of this is the problem that there
actually are different levels of skills (in understonding principles of programming,
for instance), thot offect the quality of work in ways that many designers just
beginning to experiment with Director can barely understand.

In her essay The Pleasure of Text(ure), Jessico Helfand, an American graphic designer
whe works in multimedio, osked the question: ] roduct

I pative ntent P t iarily visuo ture

¥ Helfand coutions thot

hwo
Thot several producers or publishers of CO-Ram prajects or interactive progroms don't

acknowledge the need for grophic design as o distinct part of their development is
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often lamented by graphic designers as proof of yet more design
A more likely reason for this resistance might be thot in new media, the connection
between content ond its presentation is so tight that there is borely ony concep-
tual space in which to see a seporate need for development of the visuol independ-
ent from the verbal. When thot is combined with our general Western rationalistic
distrust of the surface and o certain resistance to truly ocknowledging the power
of visual presentation = or style - (by both the philistines and the design purists),
you get whot we hove now: o lot of stuff being designed without designers!
Another disjuncture between the new medio and grophic design os we know it is thot
the process of large group or team projects in multimedio has |ess to do with the
division of lobor in print preduction, and is much more okin to colloborotive
enterprises, such as theotrical production, TV praduction, or movie-making in the
entertoinment industry. And in those enterprises, the identity ond independence of
individuals responsible for the visual presentation, such as cinemotogrophers,
film ond video editors, production designers, art directors, property mosters and
costume and set designers, are secondary in both the hierarchy of the production
and in the point of view of the audience to the vision or out! ip of the director
{ond perhaps the screenwriters). While the accomplishments of the visual col-
laborators may be highly celebrated and compensated, the obility to lounch current
and future projects rests with the authors - the directors and screenwriters.

A current donger to the independence and fragile claim on outhorship currently

enjoyed by grophic designers is the inobility to understand how to tronslote their
own value or power into the teom production of most new media, since authorship
in terms of production is not granted to those who only give the project its

visual form.
Expanding the field

while speciolization in graphic design accelerated during the last decade, mony design
educaters have been pointing out the need for students of design to hove strang
general educations (like the ones I hod observed undergraduates receiving ot Yale)
to enoble them to be culturally ond socially literate in the context in which they will
be working. At the some time, we hove olso wanted to produce students who had
enough specialized training to encble them, if not to moster their crafts, to ot
least be employable once they graduated. The balance between generalization and
specializotion wos thrown out of whack by the overwhelming problems of digital
competence, and the (largely unstated) conviction that to moster the new tools was
the most critical thing o student could do. This was reinforced by o profession that
immediately began to hire graduotes based on their knowledge of programs, mostly
to lift the burden of technicol competency from the busy professionals running their
offices. The short-term focus seemed to be entirely on production.

In the U.5,, this some generotion of younger designers who could not offord to

dismiss new technology os mere aberration were olso the designers who were
strugaling, becouse of their exposure to and interest in critical theory, to moke
work that in one way or another tried to deal with issues of meoning ond
communication brought on by the new technology. For this they were rewarded with
an attitude of complete disdain from the older, authoritarion stars, who could only
read their work os the result of mindless fooling around with computers, ond an
affront to the modernist tradition (which in this cose wos not tradition at oll, but

really o demond for obedience and deference to the post).

fAnd while o greot deal of time was spent specinlizing, mastering the programs, an

oesthetic evolved that was a hybrid between the theoretical ond critical analyses of
design that the students were being exposed to, ond on embrace of certain visual
signifiers of the technology that was enabling the preduction of print itself. A good
example of this is the explosion of interest in font design thot started in the lote
80s, as the exploration of digital capability opened up this once arcane craft to the
experimentation of mony. At the same time, o certain destobilized, postmodern
interpretotion of function also ollowed for o reconsideration of approprioteness as
a design value for letter design, which completely re-energized font design and
made it an interesting design problem ence again. 0ddly enough, this hes become
the subject that enabled o great deal of aenerolist discussion and debote on the

future uses of design,

But this is all still within the construct of the croft we know, not within the expanded

field that looms ahead of us. It appeors that we hove to completely rethink

the problem of design curricula, and the bolance between the canceptual work and
form-giving. If we look closely at whot computers can do now, we see that they
have distinct qualities that differentiate them from the characteristics of the
printed medio. In his article Computers, Networks ond Education, Alan Koy (of Apple
ond MIT) lists their solient qualities as: "interoctivity, transmutability (ability fo

libraries, dota baose

Koy goes on to describe these qualities os essential to the process of teoching ond

informing the public. "'To moke contexts visible, moke them objects of discourse and

Selentific Americon Special Ivsue an Computers
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This is very reminiscent of the ofd call for the educational initiative in design
education to return to conceptual models, grounded in strong generalist back-
grounds that foster inquiry, ond to create engines to propel work into the future,
attached to a utopion dream of a direct engogement with the future.

one could continue to teach grophic design as o vioble sub-specialty of design
practice (even one thot wos entirely dedicated to print!} and still get on education
that would prepare one to work in an exponded field of media. But to do o, the
conceptual aspects of communicating in an environment where the noture of in-
formation ond the way it is received and understood by its oudience must be ossumed
to be in o state of constont flux. This would more cccurately identify graphic design
as o specialty within o wider definition of design os o conceptual operation. Tt
would also necessitate an understanding of the copobilities (ond weoknesses) of
specific formots, and an honest assessment of the strengths and weaknesses of
various conceptuol approoches to various medio. But the inherent weaokness of
graphic design as a discipline for understanding the wider cperations of new media
is its insistence on Isoloting the visual tronslotion as the final product of the
designer, and a concentration on the final preduct as the ultimote gouge of the
expertise of the designer. (But of course this is not o simple duality; to suggest
thot there is more to it than the visuol is not to deny the criticol presence of
the visual.)

If you return to the issue of outhorship in multimedia, it is clear thot priorities in
education hove to shift awoy from the focus on perfection of craft. Beyond training
the eye to see, technique is an unstable thing. Actually, one of the peculiarities
of design education at this mement is the fact that mony students possess greater
technique on the computer thon their teachers, onyway. Whaot teachers con leod
students to is a greoter understonding of methods of research, of questioning,
of leorning how to learn that we all need to internalize, more than ever. And there
are other things thot must be added to the education of designers to enable them
to participate as something other thon visual packogers as well:
writing os o0 means of conceptual and expressive development;
techniques of verbal expression, rhetoric, narrative and story-telling (the
engineering underneath verbal communicatian);
the grammar of film, particularly the syntox of editing, cross-cutting and
sequencing in time to create narrative;
sound;
the grammar and psychology of gomes, which function os narrative structures as
surely as story=-telling ar film;
techniques of visual rhetoric, syntox and semantics, using examples from the high
art to populor culture, including advertising;
the owareness and critique of communicative systems as artificial constructs;
understanding the secial, cultural and functional possibilities within the realms
of real and simulated space, the public ond the private:
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colloboration; knowing what you do know, looking at models of other team-
produced desian (odvertising, film moking, orchitecture) thot involve negatiotion
and accommodation, complex technical processes, and the negotiation of
consensus. *? This, needless ta soy, flies in the foce of the designers’ fontosy

of artistic autonomy. Also needed in the new design education ore:

— o history thot exponds to include o sacial and cultural development of media;

— and perhaps in contradiction to the last few points, o more serious consideration of

fantasy, surrealism, game playing, pranks, simulation, bricolage ond other forms
of marginol subversion to map out the spaces in between, the entrepreneurial
possibilities os o source of stimulation and creativity in approaching new media with

a free hand.
Design redefined?

In Cyberidaho: the Reolity of What'’s Not Feter Anders speculates thot we will scon
zee ...0 new bread of professional vberspace architect who designs

. £ b B hitect will be al 5
he ta if the cyberspoc 1 "

eem real.” 14 A somewhat more obstract description appears in Richard Coyne ond

fdrian Snodgrass’s article Problem Setting Within Prevalent Metaphors of Design:

e

Lol n dialog F ah W PF s 1
There is not much in either of these descriptions thot fits in with the conventional job
description for graphic designer. I have no doubt that graphic design will continue
to be produced, but whether or not grophic designers os we now knew them will

continue to propagate is really what's in question. (Is the historical definition of
the grophic designer too tied to o specific technology ond ideology to expand
beyand it?) And os speculotive as both the future job descriptions that 1've just

cited sound, I think they represent conditions or woys of working that already

ihe Be ty af what Not, Design Boek Revie
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exist, but which still confuse because they co-exist with the older models — which
is what I think Drenttel and Green were trying to describe lost fall in Seattle.

1 recently wotched a friend apply, and getin, to film school. She had to supply an
essoy describing her intentions, samples of writing ond scripts; somples of
photogrophs, sketchbooks and videotapes. As I watched her going through this

process, I found myself wondering: now how is this different from design?

-

only want to odd o point about the oesthetics, actually, becouse I have gone on
now for some time with this generalist's reverie, an idea of radically breadening
what might moke up the training of o designer, and I don’t want to leave you with
the mistoken impression thaot there is nothing interesting left to do in visuol
design, or thot there aren’t real things to be mode in the world. There are so many
interesting problems: What combinations of word, imoge and form will communicate
in the not exclusively linear environment of new media? The improvisation of
comedy, the intuitiveness of jorz, the branching narratives of hypertext, the
cross-cutting of TV, the density of advertising, the sampling of pop music, the
endless windows within windows of software itself? " ° These are all stylistic
elements of o new syntax thot we've already seen but have only begun to toke
seriously now that we actually have o technology that can utilize them.
In the last few years, o woy thot young graphic designers resisted the Juggernout
of professionalizotion ond the exponsion of social control through the mass media
was to subject the public language of design to o deconstructed, criticol reading,
which led so mony to deny the obility to use that public longuage ot all. But o
frustrotion with thot impasse has finolly led some of those same critics to
understand that the representaotion (or selling) of style, and the way that people
use style are actually two different things. As designers, we are beginning to
understand the multiple strategies thot open up if we

ol longuoge.” *7 The logjom over the preoccupotion with specific form
may yield o more interesting dialegue on the subject of the variety of visual

languages made possible in this moment of expansion.
The train has left the station

while the challenges to grophic design and design education posed by new media
carry such great potentiol for the renewol of design, we connot pretend thot this
technological phenomena has been designed, or is waiting, just for us. New media
will go ohead without our participation, which for mony designers may be ok.
The price of participation may actually be the end of grophic design os we know it,
and the price of separotion will probobly be the maintenonce of the f of
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graphic design in the public consciousness. The risk carried by the generolization
of design educoation dedicoted to new medio moy be the exaggeration of o split
between academia looking to the future, ond practitioners still precccupied with
skill end techniques and the very real short-term pressures of running their
businesses. Will the practitioners be able to connect the problems thaot they are
obviously experiencing — articuloted in so many ways in Seattle —with o new
definition of who they are looking for to join them in creating their work? will the
educotors be able to develop these generalists who somehow must monage to
spacialize too? Can it possibly be done in four-plus two years of graphic design
troining? Con we stond this almost generational split that the ascendancy of the
new media is forcing upon both sides of the profession?

Who this new media will serve, who will have occess and control = these ore even
bigger questions that tronscend our individual efforts. That is why you find medio
news coverage on poge one, or the front of the business poge of the newspaper,
not in the culturcl reportage. But while these questions go unanswered, a culture
is in the process of being created. The American literary critic Larry McCaffery
predicts that " Culturol renew will result when we have not only met the challer

visting with the beast of technologically driven change, but have al
*® The donce hos no rules: some of the music seems
awfully familiar, but design educators and proctitioners must be willing to stumble

all over themselves in this murky but most entertoining mement.

Afver Yeaterdoy's Crash: The dvent-Pop

RKHORSE

EMIGRE NO. 39
1996

READING

Lorraine Wild, "That Was
Then, and This Is Now"

WHY IT'S HERE

Your Session 2 reading, in its original pages:
the field arguing with itself, in 1996, about
what the computer had done to it. Full text at

emigre.com

Her historical point: the graphic designer's
identity "was only constructed after printing and
typesetting technologies isolated the activity of
planning and form-giving from... the actual
production of printed matter." Arrow up and
down to page through.



https://www.emigre.com/Essays/Magazine/ThatwasThenandThisisNowButWhatisNext
https://www.emigre.com/Essays/Magazine/ThatwasThenandThisisNowButWhatisNext

"Is the business world finally beginning to appreciate the value
of what you do? Or is public access to technology going to put
us all out of business?"

AIGA NATIONAL CONFERENCE ADVERTISEMENT, 1995. QUOTED IN WILD. READ THE ESSAY

The question was about the computer. Thirty years on, the field is bigger than it was then.


https://www.emigre.com/Essays/Magazine/ThatwasThenandThisisNowButWhatisNext

Multimedia, Wild's "what is next" from 1996: time, sound, motion,
interactivity. Myst is an art-directed environment on CD-ROM,

and the best—selling PC game Of the decade.

MYST, CYAN, 1993 - PUBLISHED BY BRODERBUND



Web 1-0 1995 to 2004

Netscape - [Version 2.02]
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Contains Java™ ™ software developed by Sun Microsystems, Inc.
Copyright © 1992-1995 Bun Microsystems, Inc. A Rights Resetved,

|4V GO BATIRIE

Containg secutity software from R3A Data Security, Inc.
Copyright © 1994 B3 A Diata Security, Inc. All rishts reserved.

™™

PUBLIC KEY CRYFTOSYSTEM :
This version supporis International security with RSA Public Key Crypiography, MD2, MDS5, RC4.
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The browser turns the screen into a page anyone can publish. HTML tables, GIFs, then Flash. The experimental
approach moves to the web, where the only limiting factor is the technology itself.

NETSCAPE NAVIGATOR 2, 1995 - SPACEJAM.COM, WARNER BROS., 1996, STILL LIVE AT /1996 - MOST OF THIS ERA'S WORK IS ALREADY LOST



Web 2.0

2004 to 2015

Focus on Simplicity

Wikis WIDGETS
COLLAEORAT LOH J fU
Fn!ksnnum_y_ SHARTHG oy ? Ef_l, AX
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RSS OpenAPls
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Web Standards

Microformats

MAREUE . AMNGEFRMEIER IE' AFERTO.DE
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SED UMDEFR CC =2.@ DE ATTRIEUTION SHARE ALIKE 11.11.8

B RELERA:

Broadband, web standards, and then the smartphone. Publishing moves onto platforms, the feed replaces the

page, and design work consolidates into products, apps, and systems.

WEB 2.0 MEME MAP, MARKUS ANGERMEIER, 2005, CC BY-SA - APPLE IPHONE, 2007



The 2000s \WORKHORSE

Design works to legitimize itself.

More rigorous methods The seat at the table

Design leaders push methods and process to counter the view It works. Design gets into the boardroom, and the field fills up
that the work is just "art." Words like "intuition" and "style" are with people, practices, and policies that reflect the structure of
deemed too flimsy for the new era. corporate culture.

Knowledge workers What it cost

Designers are now knowledge workers. Process, systems, and Real influence and real salaries. Also a generation of younger
governance define the job, and the call goes out for more designers with very little knowledge of the experimental era

technically focused workers and fewer tinkerers. that came before.



The pattern

Each wave, the technology takes over more of the
production, and designers answer with new work. The

field gets bigger every time.

o o ) ° o o ) ° o o ) ° o °

1400s 1450s 1563 1700s 1814 1851 1890s 1919 1950s 1970s 1984 1990s 1995 Now

The print Type replaces Disegno splits Typeissold, Steam The machine  Craft pushes  The school The grid goes Theory The Mac The screen The web Al takes
replaces the  the scribe head from not cut in replaces the replacesthe back replaces the  corporate breaks the replaces the gains time replaces the  production
painted page hand house hand press artisan apprenticeship rules type shop and sound print run

EACH TIME, THE TECHNOLOGY TAKES OVER MORE OF THE PRODUCTION. EACH TIME, THE FIELD GETS BIGGER.



\WORKHORSE

Now

Al is taking over design production. What it leaves
to you is deciding which problem to solve, for
whom, and why.

Al is best at what designers thought only they could do: making a finished-looking thing, fast.

This course spends its time on the part that is left to you.



Design Thinking

YOU HAVE HEARD THE PHRASE. HERE IS WHAT IT MEANS. WORKHORSE



"If creative people are included at the table contemplating
strategy from the outset, the more likely that stracegy is to be
realized when they execute."

CREATIVE STRATEGY AND THE BUSINESS OF DESIGN, CHAPTER 1.

Douglas Davis
Creative director and teacher. Wrote the course's main book.

This is the seat at the table designers spent the 2000s arguing for. Design thinking is the work you
do once you're sitting in it. Relegating creativity to execution, he says, is "an unfortunate misstep."



Design Thinking WORKHORSE

The way designers work on problems spread to
business, and then to everyone.

Herbert Simon, 1969 - design is changing existing situations into preferred ones.
IDEO and David Kelley, 1991 - carry it into business.
The Stanford d.school, 2005 - teaches it to everyone else.

Douglas Davis, 2016 - brings it back to designers from the business side, in the book this course
reads.



”Everyone designs who devises courses of action aimed at
changing existing situations into preferred ones."

THE SCIENCES OF THE ARTIFICIAL, 1969. THE BOOK

Herbert Simon 1916 to 2001
American economist and computer scientist. Nobel Prize in economics, 1978.

Notice that the definition never mentions a made object.


https://archive.org/details/sciencesofartifi0000simo

The claim WORKHORSE

What design thinking actually claims.

The frame is a choice People first

The way you state the problem determines which answers you Understand what people actually do before generating ideas
can reach. Choosing the frame is design work. about what to make for them.

Diverge on purpose Prototype to learn

Hold many options open longer than feels comfortable. The Make the cheap version early. It is far cheaper to be wrong in a

first good idea is rarely the best one. prototype than in the shipped thing.



Your reading WORKHORSE

You've already read this. Davis just never says

”design thinking.”

Maslow's pyramid Insight

People first, drawn as a diagram. Know which need the work Observation plus the conclusion you draw from it.
speaks to before you decide what to make.

Segmentation The grandfather

"For whom is this a problem?" Choosing the audience is "I want to know what they think." The whole first diamond in
choosing the frame. seven words.



"The process of developing an insight is a difficule twWO-part
procedure that requires first the observation of an existing
truth and then the Crafting of the conclusion or conclusions
that follow."

DOUGLAS DAVIS, CREATIVE STRATEGY AND THE BUSINESS OF DESIGN, CHAPTER 1.

Discover is the observation. Define is the conclusion.



Insight, worked

01

Observation

Gladwell says it takes 10,000 hours
of practice to master something.

What it is

A fact you can point to.

INFORMATION COLLECTED + DATA INTERPRETED

02

Insight

From a beginning writer's
perspective, that means insecurity,
a mountain of rewrites, and the
temptation to quit.

What it is

The conclusion he drew from it, from the

writer's side.

03

Concept

Behind every great speech, book,
or script is a pile of revisions. New
writers know the finished version,

not the process.

What it is

The idea the insight makes possible.

INSIGHTS THAT INSPIRE CONCEPTS THAT INSPIRE EXECUTIONS. DAVIS, CH. 1. HIS EXAMPLE, GOTHAM WRITERS WORKSHOP.

04

Execution

Show the phases famous lines
went through to get to what we
recognize.

What it is

The thing you make. It comes last.

\WORKHORSE



Maslow's hierarchy of needs

MASLOW,

Self-actualization
Becoming who you could be

Esteem
Status, respect, confidence

Love and belonging
Being part of something

Safety
Security, stability, health

Physiological

Air, food, water, sleep

"The person buying the Whitening toothpaste may
really be out to brush away self-consciousness."

DAVIS, CH. 1 - MASLOW, "A THEORY OF HUMAN MOTIVATION," 1943

The product promises a whiter smile. The need underneath is what
the work has to speak to.

Two questions for your project: which need is your audience at,
and which one is the product talking to right now?

"A THEORY OF HUMAN MOTIVATION," 1943. DAVIS USES IT TO FIND WHAT A PURCHASE IS ACTUALLY FOR. WORKHORSE



The double diamond

01

Discover

Diverge. Learn everything about
the situation before deciding what
itis.

This course

The research weeks
Starts Wednesday

02

Define

Converge. Frame the problem. The
move most people skip entirely.

This course

The audience - Sep 9
Problem statement - Sep 14

NOBODY BUILDS THE PRODUCT. YOU BUILD THE ARGUMENT THAT COULD SELL IT.

03

Develop

Diverge again. Many answers,
explored on purpose.

This course

Explorations - Oct
The brand - Nov 4

04

Deliver
Converge. Ship the answer.

This course

The brand book
The landing page - Dec 2

\WORKHORSE



"How do we build a better alarm clock?" already
names the answer. "Why do people wake up badly?"
asks about the problem.

Changing how you state a problem is cheap. Changing a product after it ships is expensive.

If you have an hour, spend most of it on the problem.

\WORKHORSE




A warning WORKHORSE

Run as a one-day workshop with sticky notes,
design thinking earned a bad name.

This course spends its time on the part you can't skip: stating the problem. You start that on
Wednesday.



\WORKHORSE

Your first audience does not have to be right. It has
to be one you can argue for.

You will argue three audiences before you commit to one.
Changing your mind after research is progress, and your saved versions show it.

Made with Al, in the open: the prompts and versions are kept, and the judgment calls are yours.



Before you leave

The work between now and Wednesday.

Today, before the door

Your statement is turned in on Blackboard. Check that it went
through before you leave. Then finish Davis chapter 1,
Segmentation to the end, 12 pages.

Sep 9, then Sep 14

The audience first: three audiences, a paragraph each. What
problem it solves, what they use today, what that costs them,
which one you lean to. The problem statement follows on Sep
14.

Wednesday - Sep 2

\WORKHORSE

Discovery Workshop. Read Brown, "Discovery Defined," 16
pages. Bring your personal statement: the research starts from

the worlds it names.

Sep 21

The pitch, recorded: your problem, your audience, and your

ideas for the brand.




CCCCC

Before you design anything, find out

what the people you are designing for
think.

See you Wednesday.



