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FOREWORD
Thc' Studcnt Publicetion is a tin.re-hon-

orecl tra.liti.',n :rr rhe College ol'[)csign. lrr

each yolunc, stu.lcr-tts p1r',1.e u ropic thrr
offbls insight to the ir clnssmarcs. to rhc

facult-r,, an.l t,r a btoadcr tlcsign rurlicrtce.

This issuc's thenrc challctlges Lrs tc, rcilcct
on c'hangc irom nrtLlti1,lc pct'sp1'1Iir'1''.

It is terrpting ro thinlt rve live in a rimc

of unusull chargc. Consitlet th:rt the sl-rce r

volumc olscicntiflc knon.lcclgc doublcs

ever) two to thlcc vears. ()t' cc,nsitlet' thc

largcl-r' unc.1-,cctcd lcsul t s c',f thc rece It t

presidentirrl election. In rtlchitccturc rt rtt]

lan.lscapc rtrchitccture, pcrfolrtr n Itce-b:tsed

dcsign has becor.t'tc the ncs- nt-,rrtt rhrt
brings enormous chlngcs ttt thc u'al s'c

preccice. Ihe nou intcrntinglcc1 u',-lr1.1s .',f

arr, Lrranding, ancl r,irtual realit.f innor':rtc

with .lazzling spcc.l. An.l, ..',f coLrrsc, digiral

technolog.v rrnd tlcsign .'r'ttlve :tL rr clizz-r'ing

pacc. In thc ege trf inftrrmrLtit'rn. lll this

change bt',nrblr'.ls us alntost itrst rrtlrh'.

It sccms, horvcvcr, thrt pe oplc har-c ,thvtLvs

felt ,i keen ll\\'xrcrrcss of ,ttt.l ltt-rl',ir',rlcnce

tou'lrd chrnge. Pcll.rlps thet is u'hv Rlchel

ancl Stephcn Kaplrn spolic of thcir rese,rlch

sub j ects' 
1-, 

rc {-crc r-r cc ['i'l' "u'o.t.], s L t,uc, a tt.]

old." On thc othcr h:rnd. trventicth-cct-tt,-,r'r'

arch i tect. Ir ranli l.kr)'d \\'r'i ght, h r-r.rous ll

embraced his "inexorable law of change." The

Pre-socratic philosopher, Heraclitus, offered

the wisest reflection on change when he

wrore, "No man ever steps in the same river

rwice, for it's not the same river and he's not

the same man."

As you read these essays, I ask you to

rake a moment to consider cwo changes

taking place in our students'lives. First,

thev are learning the requisite skills and

knowledge for a life of design. They are

studying technolog,v, culture, social and be-

havioral sciences, and artistic expression at

a bewildering pace. At the same cime, rhey

are literally growing up. They are experi-

menting with how to conduct themselves as

responsible, adult human beings in a com-

plex and-yes-changing society. And that is

hard work. Our job at the College of De sign

is to provide a safe, yet challenging place

to encourage and nourish these changes; ro

be a sounding board and anchor without
ctushing their creativity and energy, and to

model a life of design.

Mark Elison Hoversten
Dean and Professor

Norrh Carolina State Universitv's

College of Design
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Editoricl Letter
ln nearly every corner of the design commu-
nity, change, whether packaged in the form
of something big or small, is inevitable. To say
otherwise would be dishonest and a disser-
vice to the culture surrounding design.

This flux, or constant state of change,
provides a means of adding diversity and new
perspectives to design process and practice.
While transitions may inspire conflict, their
implications encourage new discourse.
Designers must ultimately exist in a state of
fluidity, and openly acknowledge changes in
process, collaboration, and ways of thinking
to move forward and create alternative, and
preferable, futures.

Rather than looking at flux as just the
means of being in between, we've fostered
a dialogue around a series of tensions that
are constantly shaping design. We see the

concept of stability as something that is not
static, we appreciate that constraints often
challenge curiosity, and we understand that
those who embody or emulate design can be
found both inside and outside the traditional
design discourse.

For Volume 38 of The Student Publica-
tion, we've invited designers, non-designers,
professionals, and-for the frrst time-stu-
dents, to provide their unique insights as a

means of interpreting these varying relation-
ships. As you read through this volume we
hope you will appreciate all voices as equal,
identify new ways that design is in transition,
and leave with the ability to continue the con-
versations encompassed throughout Flux.

Ashleg Pelfreg & Rochel Smith

T h e Stu d ent P u bl i catt o n Co' Ed tto r s

7



Between Theory and Materiality:

wHY DESIGN NEEDS ANTHROPOLOGY AND VICE VERSA

lilr?::',",T;li;,"f 3.'Iu:',:-J,'^H:T;Tl.il-i:i;:i,l,'*
or dinghy which has brought -vou sails away out of sight. Imagine

further that you are a beginner, wirht'rut previous experience . u'ith
rothing to guide you and no one to hclp you (Malinowski 4).

CONTINUED P.10

SASHA NEWELL
Prtrfls.sor ar rie Iirtiuer.siri Librc dc l]ruxellcs
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This famous passage from one of the princi-
pal designers of the ethnographic method,

at once self-aggrandizing and falsely naive,

nevercheless continues to influence anthro-

pological fieldwork to this day. Malinowski

claims to have invented the ethnographic

merhod by being trapped on an island in

New Guinea for six years as W"\VI played

icself out. He could not go home to England

to finish his graduate studies because, as a

Polish immigrant, he was persona non grata.

This accidental situation became the source

of design, a plan buik on the assumption

ofthe unknown. Good anthropological re-

search involves stepping away from familiar

concepcual terrain and attempting to revi-

sualize the world through unknown eyes.

That is, anthropologists begin by

assuming that rhey know noching. A11 of
their accumulated knowledge and exper-

tise is as likely co blind then-r to their new

cultural reality as it is to help them. In
fact, it is a public secret chat when anthro-

pologists describe their research protocol

and topical focus in grant applications
(research design), they often recognize that

in pracrice to fo11ow these detailed research

plans would violate rhe open empiricism

of proper fieldwork whose direcrion can

only be discorrered, not programmed. It is

this radical openness ofthe anthropolog-
ical method, and as I shall explain below,

its relationship to anthropological theorv,

that makes anthropolog,v especially useful

for the design process, and that at the same

rime makes design a helpful term for think-
ing about the relevance ofanthropological
work for our contemporary wor1d. I believe

thar combined, design and anthropology

are more than the sum of their parts.

Betweqr Insidcr ond Outsider
Thus, the best anthropological practice is

ro begin by simply trying to live as much

as possible iike the people one wants to

understand, without importing any kind of
analytical grid onto one's experience. This

deeper lerrel open-ended absorption ofthe
everyday life can only be actained through

experiential learning carried out by actu-

ally living "other people's lives," with the

recognition that true accuturation ("going

native") is impossible since the analytic

disrance of"observation" is always part of
the experience as we1l.

It is this wide open, experience-driven

flexibility that has given anthropology not

only one of the most powetful methodolo-

gies for understanding human behavior, but

also (less recognized ourside of the human-

ities) an unusual and creative approach to

theory, a theorizing that is drawn from che

praccices and thoughts ofthe very people

we are trying to understand. Anthropology

is, rherefore, a kind ofgrounded philoso-

phy, a chinking about the world that begins

by being in the world, as opposed to the

sophist mental gymnastics that constitute

much theory and philosophy. ln irs most

exciting moments, anthropology not only

describes other people and places, but uses

the insights gathered from people who

rhink differently to rethink the world itself,

to reimagine the possibilities for living, as

Marcel Mauss did with his concept oFthe

'spirit of the gift'drawn fi'om the Maori

concept of hau. Anthropolog,v was once an

imporcant part of US popular culture, and

Margaret Mead even published on anthro-

pology in the Ladies Home lournal in 1949.

Her mainstream fame stemmed preciselr'

from her suggestive use ofsamoan under-

standings ofsex and gender to argue that

there was more than one way to be a woman

in the world, that women's sexuality should

not be a source of shame.

One might say then that ethnography is

not on\ a methodological practice, but in its

"In its most exciting

moments, onthropologg

not onlg describes

other people ond ploces,

but uses the insights

gothered from people

who rhink differenrlg ro

rerhink the world itself .

Participant observation
makes an effort to combine
an outsider's objective an-

alytical perspective with an

insider's understanding of
motivation, justif ication, and

ideologica I fantasy through
which people come to griPs

with their world.
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more visionary and creative forms, a kind of
design-something that goes unrecognized by

most designers interested in anthropoiogy as

well as most anthropologists themselves. Of
course, the output ofsuch anthropological
design work has been largelv abstract and

jargon-fi11ed texts, consumed almost only
by anthropologists. But what if by bringing
anthropology and design together, erhno-

graphic theory could be employed in the

production of real world solutions and even,

dare I say it, materialities?

The Business of Anthropologg
Design Anthropolog,v seems to be a trend-
ing phenomenon, especially in the business

and design worlds, and er,en rvithin the

discipline. rhough arguably mosr anthro-
pologists have not noticed it yet. According
to Hat'uard Eusiness Rcuieu' in zor4. major
g1obal businesses such as Intel, IBM, Sam-

sung, Adidas, Lego, Proctor and Gamble,
and Pfizer have fu1l-time anchropologists on
their staff Ethnography has been rbrzz-
word on and offin rhe business and mar-
keting world since at least the late r99os,

andyet, in two decades oftalking about the
business potential ofethnography, it would
appear that few outside ofanthropologv ac-

tuail,v undetstand the ethnographic mechod,

and sti11 less how it is integrated in anrhro-
pological theory. h is acrually in this specif-
ic connection betwecn "data-gathering" and
"output, what most anthropologists refer to
rs interpretation, rhat anthropology is most
unlike related social sciences and where it
has the most to offer to the design world.

Ethnography is really a combination of
erhnos tndgraphy, or writing about people.

\'Vhen anthropologists talk about ethno-
graphic method, rhey are really talking
about aparadoxical andyer highly e{lecrive

process ca1led parricipant observation.
Participant observation makes an efforr to

combine an oursider's obiective analytical

perspective with an insider's understanding

of morivation, justification, and ideological

fanrasy through which people come to grips
with their wor1d. There is a big difference
between what people say and what they

actually do, and vet both these levels are

key to understanding social practice, as well
as to design objects that people will both
need and desire. Participanc observation
allows the researcher to be attuned to both
these levels at once, both capturing what it
fbels like to be in rhe social situarion and

what people do unconsciously. The p.oblem
is that ro write about rhis is to rransform
a fluid and conrradicrory expericnce inro
a text that represents a people, and such

representations can sometimes do as much
harm as good.

Ethnogrophq As Represerrtotion,
Ethnogrophg As Intervention
Anthropologists over the last 3o vears have

spilled gallons ofink over the negative efFects

ofethnography as represenrarion, but as

design anthropology advocates have recently
argued, an anthropoiogy that looks not to
describe whar has been but ro articulate the

present with possible furure worlds has an-

other kind of social value altogerher (Gunn,

Otro, and Smirh). While anthropologists
Caroline Gatt and Tim Ingold represenrs
this as an inversion of ethnographl,, I want
to make the case that "ethnographic rheo-
r1," - that is the articularion ofideas learnt
from the conceprs and practices ofpeople
one encounters in the fie1d for the purpose
of reconceptualizing the worlcl (da Co1 and
Cracber) - can also bc a way ro inrervenc
in the reassembling of social and cultural
worlds, especial\ if it is produced in rela-
tionship ro real world applicarions including
built environment and material objects.

Many cultutal anthropologists are skeptical

ofworking with corporations because of
the moral implications of helping people

make money. But as design anthropologist
Christinr Wasson argues:

I would encourage more design anthropologists

to engage in work that benefrts sectors of society

with few financial resources...lt would be useful

for the community of design anthropologists to

try to develop innovative financial models that

would allow us to better support projects that
generate valuable social and cultural benefrts

without generatingfi nancial profi ts (Wasson 10).

A merger of design and anthropolog,v need

not only be funded by corporate encer-

prise-these new mode ls can be used for all
kinds ofsocial projects. Sti11, as anrhropol-
ogist of design Keith Murphy points out
in his excellent review article on design

anthropology, there is

a particular quirk of design-the moral implica-

tions of lntentional lntervention-that remains

unresolved in its pairing with anthropology and

which may serve as the most signifrcant and pro-

ductive feature of the relationship (Murphy 434).

It is here rhat anthropology is most unlike
design. Indeed, many anthropologists
remain ver)' uneasy ahour inrervening in
the communities they study at all, especial-

1v when the research is motivated by and

shaped by the possibility of such interven-
tion. Even as anthropologists are constantly
producing valuable critical insight about
socicrics. mrnv fear rhar r.l inrervene
in the communities we study is to risk
repeating the dangers ofthe colonial era, in
which rhe racisr hubris of Euro-American
societies justified some of history's worst
wrongdoings in the name of the benefits
ofproducing "civilization." Thus, with the
exception of those who work in the applied
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fie1d. anthropological "intervenrion" is often
limited ro rrying to enlighten students to an

awareness of limits and dangers of rhe dom-
inant "\Western" cultural paradigms. This has

ieft many anthropologists feeling somewhat
helpless xs we enrer the age of the Anthro-
pocene, when not only does rhe dominant
political-economic world order appear in-
creasingly sha\', but when rhe verv survival
of the human species is ar stake.

Design As Anthropologg, Design
for Anthropologg

.fust as goocl anrhropolog-v has ah,var,s

incluc'led a bit of rlcsigr.r, goocl clesign is lilie-
lvisc alrear'h' a kind of rnthropolog-r,, in that
a clesign rhat mccts the exisring ncccls of its
orvn socicr_r,musr be proclucecl ir-r dialogue
r,'.ith that socier-r,, out o{ra liverl expcrience

of social problen'rs in neerl of clcsign solu-

tions. Ilut unlike enrhropolosv. clesign has

ahval,s loolicd forrvarcl,

Let us allow then that designing is about imag-

ining the future. But far from seeking finality

and closure, it is an imagining that is open-end-

ed. lt is about hopes and dreams rather than
plans and predictlons. Designers, in short, are

dream-catchers. Travel ing I ight, unencumbered

by materials, their lines give chase to the visions

of a fugitive imagination and rein them in before

they can get away, setting them down as sign-

posts ln the field of practice that makers and

builders can track at their own, more labored

and ponderous pace (lngold 29).

But what really makes design distincr
fiom anthropology is irs r-elationship with
producrs. With the exception of applied
anthropologists, cukural anrhropologists
typically only produce texts (and occasion-
a1\ films) about their sub,ects, texts whose

purpose is to be consumed by orher anrhro-
pologists or students ofanthropology. As

such, the oblects ofanthropological work
are designed for very delimited audiences

and purposes, and must pass through fi1ters
ofpeer review that tend to greatly currail
creativity. Designers, by contrast, are always

producing in dialogue with orher kinds of
figures including markct srrarcgisrs. ctrrpo-
rate interests, customers! and engineers. But
the end producr of such dialogue is typically
something material, an object of some

kind or increasingly, less concrete bur srill
arguahly a marerial producr in r sense. an

application r:1'program that shapes people's
technological experience and interaction.

Interestingly, as Murphy's excelient re-
view of,design and anrhropolog,v poinrs out,
anthropological theory has increasingly fo-
cused on rhe importance of material objects

and materiality in general in undersranding
human social 1ives, but it has tended to dcr

so through the lens of consumption, of the

way in which people incorporare producrs
into rhcir idcnriries and communicare
through them about themselves. Another
trend - influenced by Latour and science

studies - has examined the constraints of
materielity (often construed as the agency

ofmaterial things) upon cultural and social
worlds, and this has become extremely im-
pomanr for thinking through the effects of
new technologies upon human worlds.

By bringing design and anrhropolog,v to-
gether, anthropologv has a chance to direct
its cflorrs toward rhe furure in a rimc pcri-
od when social action is arguably an erhical
necessity. More importantly, it might even

liberare the value ofanthropological pro-
duction fi'om the prison of rhe Ivory Tower
and integrate it within materialized, built
worlds where everyday acts of socialitv
take place, that is, rhe arena rhat has the

greatest impact on human lives and the
larger ecosystem ofwhich they are a parr.
The interaction ofdesign and anrhropolo-
gy is, on the one hand, an opportunity for
designers ro connecr rheir crearive process
to the radical openness ofthe erhnographic
method and benefit from its grounded the-
orization buiit upon direct experience. At
the same time, such a collaboration might
allow anthropologists to engage the world
itself in a new and powerful way, imporring
the value of their critical insight into a do-
main where it can have the greatest effect
and social implication.
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Identitg in Crisis
As a young child growing up in Appalachia I was free to roam
around the mountains amongst my kin. Each mountain that we
conquered brought a new sense of liberation and pride; we needed
nothing else from life but to intimately know and interact with our
surroundings. ln those years and well into my adulthood, Appala-
chia was home, it was my being, it was freedom. Now it ls foreign, it
is my curse. it is my prison.
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lndeed, I am in flux: stressed and stre-tched

between where I am from, where I want to
be, and where I want to go. At present, I am

juggling my inability to reconcile the plight of

my family and greater Appalachia after the

collapse of coal, with the anger, fear, and clue-

lessness of my well intentioned urban friends

who are less than pleased with the current

state of our national dialogue and politics.

The half of my Appalachian identity that I

tried to purposefully leave behind is celebrat-

ing this new paradigm of alternative facts and

hope for the forgotten rural communities,

while the other half of my liberal itinerant
identity is mourning the loss of celebrated

dlversity coupled with the rise of a brash,

hot-tempered national rhetoric.

While this crisis certainly lies deep within

my soul on a personal level, our nation ls also

in the middle of such a crisis: rural commu-

nities vs. urban communities, conservatives

vs. Iiberals, nationallsts vs. globalists. Our
national identity has traditionally been one

of a melting pot, however, now it seems as

though the pot that once held us all together

as Americans is beginning to crack under the

weight of our collected angst about the fu-

ture. Ordlnarily the fading ln and out of new

identities throughout time allows society to
discover new collective identlties which then
gives way to new contexts upon which design

can continue to evolve and create. As we are

forging our way through this particular crisis

and our collective identity changes, perhaps

designers should focus on ways to build a

flexible structure on which multiple identities

can form, morph, and grow together without

breaking the collective whole, or the prover-

bial melting pot.

At an early age we learn about equal and

opposite actions and reactions that shape

our physica I world, i nforming everyday

decisions. lt could be that this new wave of

nationalism and alternative facts is a reaction

to the growing disparity in the income gap,

the uncertainty of automation amongst the

middle class, and the intrusive nature of
globalization. ln the midst of this reaction,

we as designers need to ask ourselves, "how

can we generate solutions for the greatest

problems that plague our society?" ln his

book, Design A ctivism: Beautif ul Straryeness for

a Sustainable Worid, Alastair Fuad-Luke offers

the following definition for design:

"Design is the act of delibetately moving
from an existing situation to a preferred one

byprofessional designers or others appl,ving

dcsign knowingly or unknowingly" (5).

Using this defrnition, designers are then free

to ask of themselves, "what is preferred?"

followed by, "what mechanism can facilitate

the movement from here to there?"

Design Activism offers such a vehicle. Bor-

rowing f rom Sidney Tarrow, Faud- Luke goes

on to provide a defrnition for design activism:

"I)esign activism is'design thinking,' imag-
ination and practice applied knowingly or
unknowingly to create a counter-narrative
aimed at generating and balancing positive
social, institutional, env'ironmental and/or
cconomic changc" (27).

Design activism is more than designing

functional products that move users from a

less preferred situation to a more preferred

situation, it is design with the understanding

that the outcome of the designed artifact
will induce social change tn a positive way.

Another way to look at design activism is

through the lens of Tau U lv Lenskjold et. al,

as they advocate for "an activism concerned

with the negotiation and experimentation

"... perhcps designers should
focus on wogs to build o flexi-
ble structure on which multiple
identities con form, morph,
ond grow toqether without
breoking the collective whole,
or the proverbiol melting pot."

within the present to invent new pathways

and possibilities" (68).

Applying these paradigms to society's

current identity and societal divides, we as

designers can ask what do we need to do

to move from this polarized war between

ideologies into a more equitable, or pre-

ferred, solution for all indivlduals. Which

then begets the following questions: what is

preferred or good, and when can it be said to

be accomplished? Are we no longer polarized

and unifred when 51 percent of the popula-

tion has subscribed to the counter-narrative?

These are questions without easy or quick

solutions. Nor do they do much to ease my

own inner turmoil.
As I continue to parse through the mixed

emotions dwelling within my own identity, I

am forced to consider the current political

narrative in which we live. lt is one fueled by

strong emotional rhetoric aimed at those

who feel disenfranchised, forgotten, and

hopeless. The way in which we react to this

rhetoric can further divide us or unite us.

One of design activlsm's greatest advantages

as opposed to'normal activism'is the incor-
poration of intentional, strong aesthetics,

defrned by Thomas Markussen as "pertaining
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to the fundamental forms of our everyday
experiencel' These aesthetics unite people's

ideas of doing or being with an emotional
component (5). The everyday notion of
aesthetics offers a continual interaction with
the proposed'counter-narrative' so that the
narrative can be normalized, facilitating the
permanent move from one situation to the
new, more advantageous situation.

Design activism and aesthetics can be

found in the "You Are Here Toledo" initia-
tive commissioned by the city of Toledo,
Ohio and the American lnstitute of Graphic
Arts. The objective was to create a positive
sense of place for the residents of Toledo.
A very simple concept, artists, designers,
and students in Toledo were asked to create
visual representations of specific locations
throughout the city in the form of large circles
(reminiscent of the generic 'you are here'
red dots) which were then placed in their
designated locations. The dots resided in 100
locations throughout the city, allowing resi-
dents from all over to experience positive and

unique visuals of their home. AIGA received
wide recognition for the project, as well as an
outpouring of residents participating in the
project to rediscover their city. This is a simple
accessible solution to engage citizens and

create a fresh narrative about their residence,
which appealed directly to their identity.

When thinking about a counter-narrative
to the divisive situation that we as Americans
and individuals currently find ourselves in,

we should be considering what brings us

together, what does it mean to be American,
and one step further, what does it mean to
be human? This is the identity we as design-
ers need to define quickly and then work
diligently toward realizing.
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An Interuiew Wirh

SKILLET GILMORE

is a sel0taught graphic designer and screen printer
until August zo16, he u,as the head of the art

at INDY \Week. Gilmore now works
gu1, who fits at Crawlspace Press. He does

and short run, hand-pulled screen printing. Be-

in graphic design, he worked as a carpenter and
other things) while touring the US and Europe

in various bands. His srarr in design came when his
posrers. To chis day, the majoritv of his work is for

or album packaging.
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1. Whot hos, or continues to be , the biggest influence
behind gour work? How do gou bolonce the bioses thot
form from these influences?

Mv firsr designs were gig posters and I was

operating on the premise that these were

basical\ advertisements thar needed co be

quickly read from across the street or across

the bar. The information needed to be

the main element of the design. I love the

simpliciry and srraighdorwardness of lJatch
Show Prints. In m-y time at INDY tWcek, my
objective was much the same' the cover of
the paper had to pass the five-second rule.

That is, a person walking by should know
whar the cover story is about in a quick
five-second giance, and preferably from
across the street, as we11. I'm uow doing
more work that doesn't need to pass that
test so it's been fun, and challenging, for me

to get into some more "artv" designs, work
that might take a 1ittle while to get into.

Fig. 1: INDYCover: Coverfor INDYWeek.
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INSIDER /AU TSIDER

2. How do U dentifuoui
GS Gn outsider within the
design communitg?
How do gou identifg os

on insider?

Having had no formal training, I feel very
much like an outsider in the design com-
munit_y. I dont speak the language of design
very well and I don t have a particularly
long hisrorv with my pe<:rs as I sort of fell
into this career in my thirties. Bur, I have

had a very warm welcome from the design
community, at leasr ar the 1oca1/state level,
and have been lucky to work with local art-
isrs like David Eichenberger, branding and
markering firms like New Kind and R*M, as

well as the Southeasrern Center for Contem-
porary Art in \Winston-Sa1em. I also recently
designed the cover of the NCSU Alumni
Magazine spring issue.
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Fig.2: 7 Stories 72.02:72"xI9'2-color screen
print for local storytelling series 7 Stories

LONNIE HOLLEY & BEN SOLLEE
stx0tv, Ft8flurir 5, 2017 /:Pil 000is / 6PM t'l0slc

$[il] xc :.a*. Ereriusr O B*sr &i-

Fig. 3: SECCA 017: 4-color screen print for concert
at Southeastern Center for ContemporaryArt
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3. Do Uou prefer hoving
constroints andf or expectctions
when gou ore designing,, or do

Uou think Uou benefit more from
hoving complete creotive control?

Because of my lack of formai schooling and

its attendant collaboration with other stu-

dents, I grew very accustomed to working
on my own. Nobodl,-was telling me what
ro make and if I liked ir rhen it was good.

I sti11 very much prefer to be allowed full
control, for better or for worse. but have

grown comfortable working in collaborative
environmenrs since my time at INDY Week

and work J've done with freelance clients. It
is quire true that having different eyes and

minds looking at the same ideas will often
lead to better work and I believe there is

a fairly happy medium somewhere on the

spectrum between total control and design

by committee. I probab\ sit most comfo.t-
abl-y lurther over on the tocal control side.

Fig.4: Hopscotch Design Fest: unused design for New Kind
Design's first Design Festival at Hopscotch. They ended up
using a different design, but I always liked this one best.

HOPSCOTCH DESIGN FESTIVAL
DISCOVEN IHE PEOPTE DEsIGNING 1HE FUIURT

stpTEl€ER 3-4.2014
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ed, published by Duke University Press

Fig. 6: String Drag Print: 79"x25" 3-color, split-fountain
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INSIDER / OUTSIDER
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WRITING !N THE DESIGN DISCIPLINES

Mosr educators acknorvledge tl-rat a core
componenr ofcleative practice is the
"proclucr" of clearive thinkin g, hou,ever,

many others suggcst that the de sign pr:ocess

is an cquall-i' valued outcome in art and

design educatir:rn. Neil Gore argues thar
crirical thinking is an essenrial aspect of
the art and dcsign acrivirJ. in rvhich rhe

plocess of rliscovering krrms, srraregics. antl
techniques must inclucle a crirical attitutlc
torvard craft (39). In the art fielcl, Timo-
th1, Ailen Jackson developed :r curliculurn
focused on crirical thinking, rather rhar.r

on technique a1one. Jhe gorl ofJackson's
project is to explore "horv pelsonal ancl cr',1-

lective identities are folmed lnd cr',nrcstecl

through visual means" (7r). Hc suggests rhat
srutlio courses should conrbine criticel1r'
and cul rur-:rl ]r' i n [orurcrl cofl rcr-r ]:. lor r k-

ing for alliances rvirh orher resealch ancl

technological innovetion iniriarives (7j).
Barbara dc la Harpe at al in rhcir str-rclv

abour assessme nt in stuclio courses anal-vzcd

rrB journal arriclcs on srtLdio pubiishccl
over the last decade in the disciplincs of
architecture. alt. and design. Thcir findings
suggest that educarors focus more on thc
product outcomes rether than on stucle nts'

learning process. De ia Harpe et al attribute
their findings to the prevalence ofpracti-
rioners within design instrucrors, who are

first1y active professionals and secondly

rcachcrs in rhcir disciplines. suggcsring

that the strong emphasis on professional
outcomes may reflect an orientation to
industry expectations rather than a focus

on learning and teaching (46). In their
conclusions, they suggest that design

education should focus on professional and
innovative practice, reflective pracrice and
interdisciplinary collaboration (ibid, a7-s).
Aaron Koch er al in rheir fina1 reporr for
the AIAS (American Institure of Students
of Architecture) analyze the studio course's

culture in order to propose changes for
currenr pracrices, which should include
design thinking ski11s, collaboration rather
than competirion, interdisciplinary and
cross-disciplinary learning, emphasis on
design process racher than on products,
clear methods of srudent's assessmenr,

innovation in creating alternative teaching
and learning methodologies, and develop-
menr of oral and wrirrcn communicar ion
in order to complement visual and graphic
communication (26).

33i

9'f*#tu



F

l
o

)
U
u
U

The studio course involves two different
and opposite pedagogical practices. In one,

srudents experience an intense one-ro-one
interaction with teachers; in the other stu-
dents have to present their projects in oral
examinations, many times with the partic-
iparion of a committee composed olother
teachers or external reviewers. Deanna

Dannels and Kelly Norris Martin note the

oral examinarions are imporrrnr cvenrs in

design students' learning experience (r36),

and evcn rhough oral exrminations are cen-

tered on design projects, presented through
drawings. models. visual presentarions. etc.,

students have to orally explain their design

decisions, in which "rhe spoken word carries

a great weight" (Medway rz7). While sketch-

es are useful for analysis and observation
in earlier stages ofthe design, rigorous and

technical drawings are appropriate when

the design is more defined; nevertheless, in
the final examinations, the importance of
speech is crucial, as well as in the profes-
sional practice. A well-articulated discourse

helps designers to communicate ideas first
to professors, and larer to clients.

Creativity requires che abi1it1, ro com-
municate and persuade others abour the

creative ideas, however, as John Ackerman
and Scott Oates point out, the design

community tends to be nonJinguistic and

highly semiotic. This fact seems ro be rhe

resuit of studio instrucrors, who rend ro
emphasize skills to graphically represenr

design projecrs, rarher rhan communica-

tional and writing skills. I suggest that the

development of communication skills, both
oral and writren help srudents to improve,
not only the way the,v communicate ideas,

but also the developn-rent of their creative

and critical thinking.

Creativity requires the
ability to communicate and
persuade others about the
creative ideas, however, as

John Ackerman and Scott
Oates point out, the de-
sign community tends to be

non-linguistic and highly
se m i otic.
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INSIDER / OUTSIDER

Writing os opowerful instrument ofthoughc
Psychologists, such as Lev Viygorskv. A.R.
Luria. andJerome Bruner, argue rhar higher
cognitive funcrion, such as analysis and syn-
thesis, seems ro develop mosr fully only wirh
the support s-ystem ofverbal language, par-
ricularly the wrirten language. Janer Emig
disringuishes severel differences berween
writing and talking: while wriring is learned
behavior, ralking is natural; wridng is an ar-
tificial process, and talking is not; writing is
technological, talking is natural and organic;
writing is slower than talking; wirh wriring
the audience is usuall_r'absent, with ralking,
the lisrener is usually presenr; wriring results
in a visible graphic producr, calking usuall_y

not; rhen wriring could be seen less ephem-
eral than talking (o1-+). Writing is a process
of svmbolic rransformation of experience
through a specific s-ymbol sysrem ofverbal
language, which is shaped b-v the enactive
hand (rz+). Wriring chrough its inherent
cycie involving hand, eye, and brain, marks
a powerful muki-representarional mode
of learning (rr+-r).While rhe words have

generic firnctions because rhey speak about
a category the graphic images are character-
ized by the prccision o[irs represenrarion.
For example, rhe word "dog'refer-s ro all
animals of this species, but a represenred
dog through a drawing is a unique dog.
Language gives names to rhe objects while
the graphical represcnration reproduces irs
appearance. Graphical representations have
a clear function; the-y show, display, and
presenr the narure of linguisric communi-
cation that is inductive, in which language
rriggers conceprs and rcprcscnrarions.

According co Luria, writing is a "re-
peared mediating process of analysis and

synthesis, which makes possible nor only to
develop the required rhought, but also to
revert to its earlier stages, rhus transform-
ing the sequential chain ofconnecrions in
a simulraneous self-reviewing strucrure."
'Written speech rhus represenrs a new
powerful insrrument of thought (l.uria and
Yudovich rr8).

lVithin rhe contexr of design insrruction,
writing could be seen as a necessary skill
thar complements graphical skills, and as a

powerful instrumenr of thought thar helps
students in their process ofanalysis and
svnthesis. Wriring should be encouraged by
educarors to understand and manipulate
ideas and rhoughts, and to organize and
plan decision-making and problem solving.
On rhe orher hand, wriring must be used to
organize ideas to later communicate rhem
through speech.

Wridng within the Rhetoricol Context of
Design Disciplines
\\ irhin dr.sign t{isciplirrcs. r.r.r.irinq is srLb-

strr-rtielll less rir-r're elIocrrtctl rhen sL,.r,li.r

lcrivin. rrnc'l iirrnral s riring is rn trnlrrmiliur
rcn'i rolr' {ir r m rrs r prac r i ce-[-::rscrl clcs i gr-rc rs.

I-incla .\pps .8 (luloi_r'n \lenrchur suqqcsr
thlt sor.nc erpJicerir,c u'riring is r-eqtre stccl
ro rrccolr pan,\ srrLdcr.r rs' flr-rll cxi'ribi r i trns.
br,rt historicall-r, rr,ririns has bccn nurginel
n itltin arr encl tlcsign .lisciplirrcs (z7o). 'Ihrr

sLrsgesr rhrr c'lcsigr-r srutlcnts (lo n()r p()sscss

:r scr of litcr-an sl<ills ttr l,-lcrlr,urreh'tlc-
sclibc or ,1i,.r,,. tl'reir projc.:r-s. crtn rh,rr-rgh

stuclenrs hrvc ro rrnrlvricellv dcscr.iLrc rhe

l)tor't'ss,r1 r lrcrl nt,,liirrq.
I Iistoricallr,. rl're t'lesign clisciplinc has

crcrrctl vis i bIc t'l ivisio:rs bcnr.ccr-r cI ussrt c-rr.r.r

llr(l .(u(li\). rht'o|r lrrrti l)t'ltt.tit.t'. v, r.iLiilq

"Within the context
of design insrrucrion,
writing could be seen

0s cr necess0ru skill thot
complemenrs grophicol
skills, ond os 0 powerful
instrumenr of rhought
thot helps students in
their process of onolgsis
ond sgnthesis."
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"From this opprooch, writing
is o sociol octivitg, in which

knowing the rhetotic of the

discipline will be o keg foctor

to speok the some longuoge

ond belong to o specific

communitg."

and making, however creating and explicat-
ing are not binary opposites, buc comple-

menrary activities.

Usually college instructors assume

that writing is the business of the English

department, but each discipline has its own

rhetorical language and rhetorical de-

mands. A discipline-specific rhetoric con-

sists of "specific content, specific formats,

specific requirements for evidence and

proof, and a specific register for language"

(Murdick 58). From this approach, writing
is a social activity, in which knowing the

rhetoric of che discipiine will be a key fac-

tor to speak the same ianguage and belong

ro a specific communiry.
There are two main forms of writing thar

are useful for design students, the wricing-

to-learn. and the wriring-to-communicate.
Wiliiam Murdick defines writing-to-learn
as "the production ofan unpolished piece of
writing, usually done in class or at home, in
a personal journal" (17).

The main purpose of this writing is to
help srudents chink abour rheir design

process and projects under non-threaten-
ing condirions, and as a wa_v to inrprove

the rheroric practice ofthe discipline (17).

Murdick calls rhis kind of writing expres-

sive writing, and points out its benefits: to

remember course content; to understand

basic concepts taught in the courser to

think independently and critically about

the subject matteri to learn the rhetoric of
the discipline; and to z;n:.lyze and eval-

uate his/her understanding and abilitv
(z). The exprcssive writing. or writing-to-
learn, rends ro be a common practice in

design studio courses, however the writ-
ing-to-communicate practice seems to be

absent from studio practices. As the exPres-

sive wri ring, rhe writing-to-communicate
will be discipline-rhetoric oriented, rather

than a personal reflection, it musr be ad-

dressed to an audience, and clearly describe

the design process, explain the design

research, define thc design obiectives, and

point out the design proiect's outcomes.

This kind of writing is extremely important
for helping students to find the precise and

more appropriate words to communicate

oraily, because onlv through the activity

ofwriring can students think and put inro

specific *ords what rhey will speak.
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The Auant-Garde:

RENEWING A CONCEPT AND RENEWING A ROLE
In this essay, I will presenr an akernative means of accornplishing
idealized artistic and design vision rh:rr hrs great relo,lnce :rncl r.cs-

onance for societv rodar,. In examples that have hcicl both utopian
visions and actionable morivarion. hisror ic change has occurred
with artists anci designers p1a-ving impomar-rt roles.

I would firsr like to describe a conrexr fbr idealistic visions
in art bv exploring the original use ofrhe rerm ar,ant-garde. In
tracking the meaning of the term auant-garde at e fer,,' historic
moments, we can critiqlte rhe currenr ancl changing stare of arr and
architecrure, and horv the original inrenr of thc remr mighr renc\\, a
mote social role to be plaried b1, actors in these ficlds.
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According to Henri Bonnal, the term
avant-garde was originally a military term,

literally referring to the advance guard or
rhe shock troops that 1ed an attack. In the

mid-nineteenth century in France, it was

adopted by the art community when art was

associated with political and social changes

of rhe time (Bonnal z5z).The term indicated
innovation in both social constructs as well
as formal ones.

The painting by Delacroix utled Liberry

Leadingtlrc People is a fitting expression of
this poiiticai and social change. According
to the Musee d'Orsay which houses the

piece , the political contex! was the French

Revolution of rB3o when King Charles X
was overthrown. This event was significant
politically because it replaced the hered-

irary righr to be king with the idea that
kings were selected on the basis ofpopular
consent. Liberry Leading ilte People was also

completed at the moment that the term
avant-garde was used more frequently to
mean experimental forms and aesthet-

ics, but art that represented socially and

political\ progressive ideas were included
as wel1. In the instances recorded by history,
this alliance berween art and poiitics also

inspired action-the armed masses taking
the barricades 1ed b1, "Lady Liberty" holding
the French revolutionary lTag (The t$o luly
Reuolution and the luly Monarchy).

Fig. 1: Eugene Delacroix, Liberty Leading the People, 183 1, The Louvre,

Paris, France
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STABILITY / INSTABILITY
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Fig.2: El Lissitzky, BeottheWhiteswiththeRed Edge,1919, MunicipalVan Abbemuseum, Eindhoven,
The Netherlands

In these examples, rhe arr was about re-
flecting and advancing rhe social andpolir-
ical changes occurring all around. It meant
throwing out rhe old (art and government)
!o crea[e something new. But these rwo
connected elements (the social and the
artistic) thar were so we l1 combined when
the term first originaced and chen rhese

began to separare towards the latter part of
the twentierh cenrury. Art as a commodiry
played a large role in this shift. The parrons
of these paintings had rhe disposable means
to purchase rhe art, bur not always the
interest in rhe political message rhat many
of these pieces espoused, primarily because

they were crirical of the very norms rhat
the patrons depended on for rheir weahh.
While these parrons had a knowledge of arr
thar allowed rhem to appreciare the value of
formal innovation, rhey were nor neces-

sarily (or equally) interested in promoting
a message thac might transform the starus
quo. \Vould rhe artisrs rhen "bite the hand
thar feeds them" by pushing for radical
social changes?
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Russia was experiencing a similar
blending of art and polirics in rhe early
twentieth cenrury. The Russian avanr-gar-
de art world flowered ar a time when the
political tradirions and social order were
also being challenged. The historic event
that was the catalyst occurred in r9r7 when
one army garrison joined striking workers
in demanding socialisr reforms. This 1ed ro
the abdicarion of Czar Nicholas II which
created an opening and opportuniry for
society ro shape a new order to replace the
pasr (Gilliard). The amwork thar ensued

was muki-disciplinary, from book-making
to film to painting and more. During this
period ofutopian visioning, rhe arrist El

Lissitzky described rhe crucial rransforma-
tion ofthe artisr "from mere reproducer to
a builder of a new world of forms" (El t,is-
sitzky Ehrenburg). In other words, rhe role
of artists and designers was to help shape
the vision of che future. In one painting by
E1 Lissirzky of ryr9 titled Beat the'Whircs
aith che Red Edge, the red wedge symbolizes
one policical movemenr moving againsr
another in the form of the white circle.
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Fig.3: Pablo Picasso, Still Life with Chair Caning, 1912, Musee de Picasso, Paris, France

which reinforces che social status quo rarher

than challenging it. While ir was revolution-
ary in terms ofwhat was acceptable within
art conventions, it did not suggest radical

changes in societv at large.

This separation continued through-
out the rest of the twentieth centur1,, and

avant-garde's meaning as formal innovarion
became the dominant definition. \Works

like Flank Stella's 1967 Harran II show how
innovation for art's sake continued through
the rwentieth century. The work is about

the space within the canvas and the conven-

tions of painting. The artist's subject does
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As a result, the term avant-garde started

to refer ro innovations in artistic form
alone. An early example would be Pablo

Picasso's Sill Life aith Chair Caning com-

plered in r9rz. This work is recognized as

a precedenc for much ofthe avant-garde

art ofthe twentieth century. It challenges

multiple norms of art history. The work is

radically innovative in its use of materials,
lack ofperspective, and abstract repr€sen-

tation of an image. But the innovacion is

enrirely arristic, without association lo a

social movement or political moment. A
chair and newspaper is a prosaic subject

1



Fig.4: Frank Stella,Harron 11,1967, Guggenheim Museum, New York, NY O 2017 Frank Stella /
Artists Rights Society

ed as the most economic matrix upon which to
predicate the rationalization of construction.

Here again, one touches the concrete terms

this fundamental opposition between universal

civilization and autochthonous lnativel culture.

The bulldozing of an irregular topographic into

a flat site is clearly a technocratic gesture which

aspires to a condition of absolute plocelessness,

whereas terracing of the same site to receive the
stepped form of a building is an engagement in

the act of "cultivating" a site" (Frampton 27).

Frampton provides an analyrical
framework ro assess how a building does

respond to rhe concext, nor literally as in
the mimicking of the vernacular, bur in
design principies. Frampron contends thac
buildings are ofrheir place ifthey respond
to the local site, light, tecronics, tacrile
qualities and urban forms. His descriprion
ofhow local light can transform seeing
artwork gives a good example:

Until recently, the received precepts of modern

curatorial practice favored the exclusive use of
artifrcial light in all art galleries. lt has perhaps

been insufficiently recognized how this encapsu-

lation tends to reduce the artwork to a commod-

ity, since such an environment must conspire to
render the work "placelessl'The converse ofthis
"placeless" practice would be to provide that art
galleries be top-lit through carefully contrived

monitors, so that while the injurious effects of
direct sun ight are avoided, the ambient light of
the exhibition volume changes under the impact

of time, season, humidity etc" (Frampton 9).

However, Frampcon's critique fails ro
include the influence of people as an element
critical to design. Region is not just about
rhe "ropography" and "light" as Frampton
states, but also about the people and com-

not address rhe world beyond the very lim-
ired contexr of rhe painting icself. As Srel1a

states: "The thing about my arr is, only whar
is there is rhere. Ir is an objecr. What,vou
see is what you see." (Hunter 36J)

In architecrure, rhe use ofavant-garde
followed a similar rrajectory and reached a

poinr where common usage implied formal
innovarion rather rhan social innovation.
Kennerh Frampton employs this usage in his
writings of rhe rg8o's on Critical Region-
alism. Frampron frames an equivalence of
the avant-garde with rabula rasa, the blank
slate, when nothing is drawn from outside
of artistic norms. Frampton points ro rhe

ear\ Modernists as an example of both so-

cial and political change. The early Modern-
ist architects in Europe, responding to the
devastation of World War I and the politics
rhar caused it, did look to the future and

away from the past. But chis momenr was

also connected ro ideas about social changes

from the pasr, nor only ahout new forms-
which was not necessarily represented in
the Modernisr perspecri;e 

"r,d 
fo.-.

Frampcon does nor see the early Mod-
ernists as creating form that has a social
conrenc. He equates che avant-garde tabula
rasa rvith this loss ofthe character ofplace
and qualicies of conrext. Any exisring
buildings and nature were ignored for the
"progress" of the new:

Critical Regionalism necessarily involves a more

directly dialectical relation with nature than

the more abstract, formal traditions of modern

avant-garde architecture allow. lt is self-evident

that the tabula rasolendency of modernization

favors the optimum use of earth-moving equip-

ment inasmuch a s a totally flat datum is regard-
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muniries. Ifarchitecture and art are seen

as products oftheir context as the term
"regional" implies, that needs to include not
just the qualiries ofplace but also ofthe
people who have created them.

Today, architecture and design are show-

ing increased interest in social principies

and social change but the gap between social

and formal innovation persists.'We continue

ro see the social aspect of design as mutually
exclusive from the formal innovation. But

it is nor one or the ocher, it can be both

, as the earliest avant-garde artists showed.

As Michael Murphy, Co-founder of MASS

Design Group has said, this is a false choice,

similar to the classic philosophical question
ifyou had to choose only one, would you
choose bread or roses (Be11, lntentiew airh
Michael Murphy)? It is recognizing that both

I ,." valuable to socieqr And this re-synthesis
u is confirmed by a high majority of current

' designers. In a surve,v ofche American
z Institute of Archirects membership, 8r%

I said that it was possible to create designs of
*. the highesr quality in public interest design
- (Feldman, Palleroni, Perkes and Be11).

The interest in reconnecting the social

with rhe formal in design can be seen in

the increasing use of terms such as "social

impact design," "social1y-engaged desi gn"

and "social\ responsible design.'
In an interview with Andrew Balster for

Desigt lntelligence loumal, David Dewane

describes the distinctions as follows'

Design for sociol impact hos been goining momen'

tum for some time. Most of the early luminories are

still octive. . . At the some time, the next generation

of designersfocused on social impoct are now

establishing themselves, and os they do we ore

witnessiry a shift. ln part, this is charocterized by

on evolutton in identity. "Public lnterest Design"

has emerged as a label that effectively organizes

the collective efforts of those working in the sociol

impocf sector (Navigating the Frontier of Public

lnterest Design).

This growing social agenda of "public in-
terest designers" is even more explicitly seen

in The Nelo Landscape Declaration, put out by

the Landscape Architecture Foundation:

As londscape architects we vow to creote ploces thot

serve the higher purpose of social ond ecological jus'

ticefor oll peoples and all species.Wevow to create

places that nourish our deepest needsfor commu-

nion with the naturol world ond wrth one another.

We vow to seNe the heolth and wellbeing of all

communities...To fulfill these promises, we will work

to strengthen and diversifu our global copocity as a

prof ession. We will work to cultivote o bold culture

of inclusive leodership, advocacy ond octivism in our

ronks (Landscape Architecture Foundation).

By using che original meaning of the

rerm avanr-garde, and including contex[ as

well as community in the creative process

is not 'butside" of traditional practice, but
the re-inclusion of an important role played
many rimes before. This affecrs the role of
the designer and the impact of design prac-

rice. This inclusion of communities in the

design process makes the designers not iust
an insider on the social change occurring,
but a vital player in the change. Evidence

of rhis is in the growing use of rerms today

such as "socia11y-engaged design", "social

impacr" and "socially responsible dcsign."

For those of us working in the nexus

between art and social issues, I suggest that
we do nor relinquish rhe term avant-garde

to the historic reinterpretations. Claiming
the original meaning-rhe combination of
social ideas and artistic forms-shows that
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we are nor'butsiders" nor even inventing a

new role. Rather we rely on a long history
of progress made by the powerful combina-
tion ofideas abour art and society.

As the world changes rapidly around
us, artists and designers need not be

passive observers. We can give form to the
ideas that could mean social and political
progress, a role we have piayed well before
as shown b_y original concepr of rhe term
avant-garde which was defined by this
very role and by the imporranr conneccion
between form and society.

One accepred mission for public interest
design declares that: Euery person should be

able rc lioe in a socially, economically and en-

uironmenmlly heabhy sociery (Feldman, Pal-
ieroni, Perkes and Be11). \What new forms
can be created to forward this ambitious
utopian vision?

Refcrences

Bonnal, Henri. Sadq;a, Hugh Rees Ltd.,
London, r9o7.

Bazin, Germain. The Aaam-Garde in the History

of Paindng Thamcs and Hudson, 1969.

Dewane, David. "Nav'igating rhe Frontiers of
Publi c I nteresr Desi gn." D esign I nr elligence,

December 21.2c15. Accessed 3o Mar. zor7.

El Lissirzky and Ilya Ehrenburg. Veshch, Objer,

Gegenstand, Sh,rhen Verlag, Berlin, r9zz.

Feldman, Roberra; Pal'leroni, Sergio; Perkes,

David; Bell, Bryen. Visdom t'rom the Field,

FAIA Latrobe Prize Research, zorz.

Fr:anrpron. Kenncrh. Toaards a Critical

Rellionrr/isrrr: .Si"t Poinrsfbr an Architccture of
Rr.ri.srance.

Gillixrd, Pierre. Thirteen Years ar rhe Russian

Courq Arno Press, New York, r97o.

Hunter, Sam. Ameicnn Art in rhe zoth Century,

Harry N. Adams Inc., 1972.

Musee Orsalr The t$o July Raolurion and tht

I uly Monarclry, wwwmusee-orsay.fi.

Rell. Rn,an. Interxieu u'iilr L,lichael ![urpln'. ru
lvl:rr. zorr.

Ircltl.nen. I)lIlertmi. Pcrkes :rncl Bcll. \l'i.sdonr

.fiirirr r/rc FiclJ. IrAL'\ l.atrrrbe I)r'izc ll.c-

sctr,'h:o,z

The New Landscape Declaration, l-andscape

Architecture Foundation, June ro-rr, zor6.

I

I

/



G!t Efi ottr L
t

I remember being a very inquisitive child. My mom said I would

ask "why" so many times that she would get frequent

headaches, I grew up in a typical, working-class family with both

of my parents working full-time, After being at work for nine

hours, my parents would come home and work on any

housework that needed to be done. Being an only child, I had

to find ways to entertain myself while they were busy and that

usuatty resutted in me tal"lilig tiiii''igS

how they worked, out of curiosity. There have been some

instances where I took something apart, only to realize I

couldn't put it back togethen One of those instances was when

I was nine years old and my best friend and I decided to open

up the panel on my mom's sewing machine to see what was

inside;we were curious of how it operated.

ai-"-li't to see

Ashleg Pelfreg
Senior Undergraduate Student at North
Carolina State Unlversity's College of Design
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I *" had only just lifted the little door when, all of a sudden,

' all these tiny pieces fell out of the machine, bouncing offthe

wooden floor: scattering in all directions, Fearing we would

get in trouble, we tried to shove what smail pieces we could

f nd back into the compartment, hoping that, by some

miracle, they would find their originar praces. Unfortunately,

5
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some of the pieces and were never able to get the

machine to runagain and the only thing we received

was a lecture, Tha{'s when I learned that just because a

piece is small, doesn't mean it isn't vital to making the

entire system function,
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My dad was always about the mentality of "if something breaks,

?_ ll

you find a way to tiX ;f". Now of cour:se the sewing machine

wasn't my only victim, so there were many times I would sit with

my dad, screwdriver in hand, waiting to hand it to him whenever

he asked for it, like a surgical technician handing a scalpel to a

surgeon. Onp memorable operation was the extraction of my

younger cousin's red Power Ranger action figure from the depths

of ourVCR player: I still don't know how this happened. I

watched as my dad took the entire machine apart,

L:it Ll;, Lrit, rna I was mesmerized by just how many pieces

there were, I was amazed that if one was missing or out of place,

the machine wouldnt function properly. My dad would work, and

patiently answer my questions of how the pieces connected and

worked together:

52



Whether it is the screws of aVCR player orthe events

and stories that mal<e up a life, there will always be

smaller pieces that make up the bigger whole,To this

day I still remember these experiences and I believe

they helped frame the way I think about design, as well

as lrow it rnolded my design process: by asking

questions and finding connections between the

relationship of one thing to another to

C i'B irtt] $,-) iI ,i *t I r i f r g fu n cri o n a l. U n de rstan d i n g

the transitions.from having a lot of small, seemingly

useless pieces, to develop into a single working cohesion

will always be one of the driving factors of my curiosity,
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TH E N/YTHOLOGY OF CHANGE:

Designing ond Empowering
Voices in Contempororg Science Fiction

Upon the frrst publication of Mary Wollstonecraft Shelley's nove/

Frankenstein:The Modern Prometheus in 1818, the birth of the genre

we know today to be science frction was realized. Originally published

anonymously, this tale of creation gone awry received favorable

reviews f rom critics. Encouraged by this reception, Shelley claimed

authorship of the work, resulting in subsequent critics immediately

dismissing it. The knowledge of the voice behind the work, being that of
a woman barely in her twenties, suddenly made it more diffrcult for it to
be validated and accepted. Yet if not for Shelley, we may possibly have

never concelved of a genre, now beloved by many, that impacts us tre-
mendously in its discussion of what humanity might face in our future.

CONTINUED P, 56

Notolio Lopes
Graduate Student at North Carolina
State University's College of Design
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The character of Victor Frankenstein is at
first depicted as in control of his knowledge

and of his creation. But as soon as it comes

to life, his fear and neglect of it produces

monstrous results, and for the remainder

of the novel, he spends his time searching

for the creature in order to destroy it, as its

existence constantly haunts him. While the

ephemeral nature of power, who has it, and

who will inherit it, has long been a part of the

discussion of science fiction narratives and

what they mean for us, it is lnteresting to
note that the frrst science frction novel dealt

with the consequences of letting technology

and power have too much control.
Today, the concept of power has new

meaning as those who were once margin-

alized are slowly emerging as active voices

in conversations enabled by accessible and

portable technology. Among these voices, the

most active should be that of the contempo-

rary maker and storyteller. The primary role

of designers and storytellers today should be

to bring contemporary lssues to the fore-

f ront of their work, and to assert their voice

in unique ways by utilizing technology to
contribute meaningful and accessible work.

While ln Shelley's case the author's voice was

considered in her time to be as important as

the ideas being expressed, this notion can be

used as a positive in today's design practice.

The nature of change is a topic that re-

mains pervasive in science fiction narratives,

since designers and problem-solvers have

realized many of the solutions proposed in

science frction stories that were at one time
or another impossible to imagine. We are

also undergoing a period of great transition,
not just in a global sense but also in the sense

that the ultimate voice of authority-the
voice of credibility-now takes many forms.

Because of our unprecedented access to
technology, the everyday person can frnd

and belong to a community of like-minded

individuals that, when engaged in a proactive

way, can become ultimate driving forces

for change and action. What better way to
engage and encourage people than with

Today, the concept of
power has new meaning

as those who were once

marginalized are slowly
emerging as active voices
in conversations enabled
by accessible and portable
technology.
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designing new tools that they can use for
creation and conversation? Or better yet, for
the aspiring storyteller to engage their audi-

ence in newways using technology not only
as part of the content, but in tandem wtth the
form in which their story is told, the message

and the medium becoming one and the same?

Oftenti mes contemporary science frction
storytellers focus too much on the spectac-
ular fear of it all: fear of space, of isolation, of
the rising fascist dystopia, of the collapsing
environment, of the other. While this is a

necessary commentary and certainly a valid
one, it is my belief that today's world needs
stories with a focus on how to combat this
fear with accessible ingenuity. Connecting
our storytelling with the hybrid nature of
media, therefore, allows designers to bring in
new tools we have yet to use for the purpose

of storytelling and engagement, and merg-
ing the form with the content of the story,
creating new opportunities for design and for
designers to see new problems to solve.

Whot better wcg ro engoge ond encourcge

people thon with de signing new rools thot
theg cGn use for creGtion Gnd conversotion?
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One typically sees design as a way of
solving problems for the masses, or for a par-

ticular demographic or situation. ln the case

of storytelling and design, there is no need

necessarily for a product to be invented, but

rather the encouragement of experimenta-

tion and of trial and error, that eventually

might lead us one day to place meaning and

value to new concepts that empower all.

Just as in the frlm The lron Giont, arguably an

animated version of the Frankenstein story,

the title robot helps to create art out of spare

parts and garbage in thejunkyard that he

hides in, so we can potentrally learn to utilize

what has been disposed of or devalued by

others to empower our narratives.

By speaking about technology while utiliz-
ing technology to tell new storles, audiences

may grow to understand how to engage with
the world and empower their own voices

using what is around them. There are new

needs and new voices in need of expression,

and for tools to be designed for those voices.

What allows certain voices to remain in pow-

er and oppressive to other points of view,

is the value that is placed in what those in
power use to empower themselves. Put more

simply, those who can't have what those in
power have don't know what it's like to value

what they can't have.
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"[...] it is mg belief rhor todog's

world needs stories with o focus

on how to combot this feor wirh
GCCessible ingenuitg."
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ln the frlm Ex Mochina,another more
recent incarnation of Shelley's novel, there is

an almost wordless scene in which the robot
Ava, who is trapped in a room for most of the
film, repairs herself before making her escape
into the human world. After learning about
humans and being embedded with a drive to
become a part of them, she literally and frgu-
ratively completes herself by taking the skin
from previous humanoid robots and placing

flesh on parts of her body that were made of
synthetic material. In this way, she refashions
herself in her own image, no longer func-
tioning for or according to her creator. The
scene is poignant and beautiful, as it stands
for the power of design and self-expression,
as imperfect as it might be, perfectly flawed.
Regardless of the aesthetic, the function of
design for new storytelling and empower-
ment rests in its message. The tools we need
to empower our voices and those of others
are not only around us, but also within us.
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THE SCHOOL OF CONSTRUCTED REALITIES
'lbdar, u,e visiterl l ncs, sch,rrri of'dc-sign cle -

rcl,.-,pc.1 spccific:r1h ro mect Lhc chrllcngcs

rnd c.rnditit,r-rs r',f'rl-rc 2rst ccrltlrr\'. Ir ttllcls
onl_y onc dcgrce. rn N'I,'\ in (,onsrrtrctctl

Rcalirics. I Ilving srr rhrt ugh rhc yr1'q'5111-

tarions lilr thc o1',cn .l:tr'. u,c u,.-rc sti]] r
Iitrle ur-rcle,rr llrour its tlistincrions l',ctt 'ect.t

rc:rl rcuIiries. r-urrcrl r'c:tIirics. r'erI unlcltl-
itics, ancl r-rnrcal trtrlelt]ities, Ilut \\'c \\'crc

intriguctl enougl-r lo \\':lrtt f ,, kn...s' t'tt...rc.

ANTHODY DUNNE & FIONA RABY
I)c.signcr-s, Educaror'-s, and L-otLnders of'r/rc.trrrdio, Dtmnc 6 Rablt
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The school provides a mix of theory, prac-
tice, and reflection. There are no disciplines

in the conventional sense; instead, sudents

sudy bundles of subiects. Some thar caught

our atrention were "Rhetoric, Ethics, and

Critical Theory' combined with "lmpossiblc

Architecrure"; "scenario Making and W'orld-

buiiding" mixed with "ldeologv and Found

Realities'; and "CGI and Simulation Tech-

niques" taught alongside "The History of Pro-

paganda, Conspiracy Theories, Hoaxes, and

Advertising." Projects are expressed through

various forms ofrealiry: mixed, immersive,

simulated, unmediated, and so on. Students

can also artend the classes 
*Multiverses and

Branding," "The Suspension, Destruction, and

Production of Disbelief," "Reality Fabrication:

Bottom Up or Top Down?," "The Politics of
the Unreal,'"Reality: Local Variations," and

our favorite, "The Aesthetics ofUnrealiry."

After the presentarions we asked the

direcor about the rhinking behind the

school. He was a 1itt1e reticent at first, which

is underscandable knowing rhe risks asso-

ciated with relocating design from its cozy

home in rhe old realiry-based community to

a new one among reality makers, fabricators,

and constnrctors, but he was keen co share.

He began by explaining that in his view, for
mosr people today reality isn'c working, thac

it broke sometime near the end of the zoth

century:

"lt's clear that reality only works for a

privileged minoriry but designers advocace

a realist approach, which means they work
within the constraincs ofreality as ir is, for
the minoriry'. The school aims to challenge

rhis by making realiry a limle bit bigger to

provide more room for different kinds of
dreams and hopes. An imporcant part of this

process is generating multiple versions of
reaiity, and this is where design comes in."

"We concluded," he said, "that the

only way to challenge this unsatisfactory

situation was ro be unrealistic-to breach

realism's heavily policed borders and to ful1,v

embrace unrealiry."
Lisrening to him, we began to think so too.

CO

d

Z
o

u

c4

U
z
z
l
o

z
o
I
F

z

62



G
O
N
o'i
o
rn
E
a
G

c
G

!
-o
CJ
C
.e

E
E
o
9

I



I
1

F An Interaiew With

FADI MASOUD

Fadi Masoud is an Assistant Professor of Landscape Architectule and Ulbanism at theJohn
H. Daniels Faculty of Architectule I-rn.lscrrpc a,r.i D..ig,r. Prit-r- to joinine rl-re Uni.-clsit-r.
of Tolonto, Masoudr,vas a Lecturer- in Landscape Architecture ancl Url,an Desien et tl-rc
Department of Urban Studies and Plannir.rg at the Massachusctrs Institute r.,f 

-[echnolog_r,

(MIT), and an afiiliated ficult_y u'itl'r rl're MI-l' Centcr fbl Advancecl Urbanisn.r u'hcr c he di-
rected vat'ious research lncl desigr.r projects. \,,lasr'rr-Lcl also heid ficult-1' ancl r'esealch appoint-
ments at the Halvarcl Graclu:rte Schoc'ri of Design and at rhc Universit_v of Toronto, u,hele

he taught design studios and seuinars on urbanisr-n, lanclscape , ancl r.isual rcprcserlt:rrioll.
Masoud holds a Bachelors of Envilonmcnrai Studies fi.om the Ur.rivelsit-v of'\il,/:rterloo's

School of Planrring specializing in Urban Design and Urber-r Development, a N4estcls of
Landscape Architecture h',:m the Univelsit,y of Toronto, and a Pl-rst-l)loIc-ssional i\,laster in
Landscape Alchitectule fi'onl l-larvard Unir..cr sitv's (lracluatc School of Design, rvhele he

graduatedwith clistinction. He is the recipient of sevclal au,elds inclucling thc Fulhright
Fellowship, ti're Heather M. Rejsman (lold N4edal in l)csign, the ASLA ccltifrcete olHonor.
the Jacob \X/eidenman Prize, an.1 the zo16 Clharles E. Bever:rgt' tcllorvship b_v rhe (f lmsrcd
Frier.rds ofFairstecl. N4asoud practiced as a lanclscape :rlchitecr and a plannel lt several 1eecl-

ing firms in Canada ancl the United States including'il./est8, HOK. ancl NAK i)esign.

Ashleq Pelfreq & Rochel Smith
Senior Undergraduate Students at North
Carolina State Unlversity's College of Design
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are areas that are generally built on fillor reclaimed land.
as such, will require dynamic forms of land use
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Fig.2: Florida: Terra-Sorta-Firma; Much of South Florida is built on soggy ground, where the water table is high, and the divide f rom what
is urban and what is the Everglades requires continues investments in hard engineering.
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How do gou think new perspectives of
phgsicol, sociol, ond ecologicol environ-
ments offect the bosic ossumptions driv-
ing how whg, cnd to whot degree design

intervenes?

Nerver ecologic:rl thcories valv. br.rt they
rcn(l ro s('('rha anvir'()rrrrrenr in tt Ir'()ccsi
ofconstant chlnge. rether than one n,irh
a stable en.-l-state . Envilonmenral larv

mal h.rr,e a.leptecl ro ne\\- para.ligms. irtLt

planning polic-r, rcmains e nibeclclccl in rhe

stxtic concept ofa furure conr{irion tied ro a
"highest ancl best r-tsc' encl-srarc."' Whlr rher-r

of the lolc. instlr-tmentalit_r', ancl agencv of
ph_rsicrl planlring ancl clesign in light ola
para.ligm tloesn't e nrl in r "ciimax encl-

state?" I propose rhar in rhe climinution of'
reguhror-r'planning tools and the erosion ol
urban code in cerrain conrexrs, (such as tlrc
sub,-rrlran f r i n ge. Lrror.vnfields. and coas tal
estualies). thar landscape zrrchitccts propose
novcl r-vpes of land uses. codcs, prosl'ams,
rtttd Lrlrrrs (tf()( ( ul)ll i()lr.

lncrcasing cnvirrrnmental vulneraLril-
i rr m:rnrl lr es r t ol ] alrrrr:rrir c cng:rgclrcnt
l-,ctu-een rlesi gn a ncl enr-i ronmen tal science,

p I anning, cconomics. recl-rnol og_r., ar.rd pub-
lic polic',,,. R_r, aligning design ancl regularon'
policl framervorl<s. t,e bling design think-
ing into thc pou,er'{ul domain of public cle-

cision-rnaking-and nor rhe exceprior-r rtr ir.
\Vhile tlesign encl planning tulned norions
of sust:rinabilit_1, 1r-r.1 resilience into srapies

o[ pc.1agc,g-.,' and pr:rcti ce, rh e 1egr-rlat.rv

ancl institutir-rnal roc,ls r[-rat govern rhesc

professions h:ne failerl to keep pace with
shifting ccological paradigms. Zonir-rg code
ancl land usc leu. fbr exemple, still hinge
on the clatcd iclea ofa pcrfcctcd "encl-st:rtc"

reachecl rhrough "successional equiiibri-

um."'zThis staric end image continues co

underlay much of the master-planning

and design process, as coding models that
require a dynamic view of the environment,
and in turn, dynamic tools and policies do
not actually exist. Hence, the impact of
institutionaiization and standardization is

sometimes necessaryr other times deleteri-
ous, _yet always profound and responsible
for shaping the public rea1m. From conti-
nental scale surveying and land use zoning,
to neo-traditional form-based codes and

green design standards, existing l'educrive
standardization must be questioned in the

face of increased indererminacy and the
nced For consranr innovarion.

M,v work explores these ideas as parr of a
"Resiliency Districting" pro j ect for Boston's

Harbor, in a research publication tirled
"Developing the Littoral Gradienr Atlas:
Urban Districts Built on Reclaimed [.and,"
and a conceptual strategy for the "Furure
of Suburbia." However, nowhere is such a

tool more urgently needed than in Sourh
Florida, where challenges of climare change
rendered sraric zoning inadequare and in
need ofinnovation.

'!7ith nearly zo million residents, Florida
is one of the Unired Stares' fastest growing
regions. Its ubiquitous suburban landscape
is enabled by the conrinued manipularion
of a dynamic estuarine environment and
a pervasive real-estate-driven housing
pattern. Thirty-five miles of levees and
z,ooo hydraulic pumping srarions drain 86o
acres olwater per day, purting a $ror billion
worth ofpropelw below sea level by zo3o.

Hard mechanical engineering and conven-
rional planning rools have proven margin-
ally effective in dealing with rhe increased

mlnerability caused by Floridas inherently
volatile environment. In January zoro,

the Southeast Florida Regional Climate
Change Compact w-as created "to coordi-
nare mirigarion and adapration acriviries
across county lines. The Compact represents

a new form of regional climate governance

designed to allow 1oca1 governmenrs to set

the agenda for adaptacion"' In an extended
collaboration with the MIT Urban Risk
Lab, the MIT Center fbr Advanced Urban-
ism, as well as the G1obal Ciries Institute
at the University of Toronto, our ream

aims to develop an interactive regulatory
planning tool thar provides policy makers

in South Florida with a dynamic landscape

framework darabase of "flux-based coding
strategies" and iand use regimes for a more
resilient urban f abric.

lncreasing environmental
vulnerability mandates
a collaborative engage-
ment between design and
environmental science,
planning, economics, tech-
nology, and public policy.
By aligning design and reg-
ulatory policy f rameworks,
we bring design thinking
into the powerful domain
of public decision-making-
and not the exception to it.
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lcolley, Frank B. A History af the Ecosystem Conept in Ecalogy: MoreThon the Sum of the ports. New Haven: ya e University press, 1993.
'Botkin, Daniel B. fh e Moon in the Noutilus Shell: Dis@rdont Ha{manies Reconsidered New York: Oxford University Press, 2012.3"WhoWeAre]southeastFloridaRegiona ClimateCompact.SoutheastFloridaRegionalClimateCompact.
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Whot hos, or continues to be, the biggest
influence behlnd gour work? How do gou
bolcnce the biases thot form from these

influences?

1 srartecl mv eclucarion ir-r p1:rnnir-rg at a

time t,hcn notions of inrerdisciplinrr_r,,

thinliine enc-l co11aholarion rvere cenrral
and essenti e1. Tl-re flve--r,ear profiss iorral

plar.rning program at thc Universirv of
Waterloo u,as housed ir-r the Facult,-r, of the

Environmenr, and ir emphasized rhe roles

th rt various tllscipl ines (ccolog_r', gcograph-v,

real-estate development. socil1 stuclies, lau,,

ancl dcsign) shapc thc u, ban and netural
landscapes. St-, rvhen I startecl m-r, graduatc
educarion ar thc Universitr- ol-ltrronto a

dcca,-1e ago, "1entlscape urbanism"-undcr
the clirecrion of'then-I)irecrot olLer-rdscapc

Arcl-rirec tr-r re Ch a 11 es \{t:rldh e im ar.rd De an

of the Facul tv of r\rchitectr,rre, Lenclscape.

and Design George Baird-further echoed

the need for the design disciples ro engage

with the broader environmental, economic,
social, and physical frameworks of the ciry.

fhis was a rea11y influential time fbr me, as

ir shaped my modus operandi that stemmed
out ofan understanding ofthe particulari-
ties of the environment and cleveloped a re-
lational condition to give ir form. Many of
my projecrs were established on rhe norion
rhat urban externaiities (waste, water, food,
and energy) could be the drivers ofconrem-
poral/ urbanism. \il/hether at the scale of
a garden in Xi'an, China. an "auronomous"

suburb in the Arizona desert, an "Emerald

Constellation" in Chicago's post-industrial
corridors, or a river va11ey in the Levant
landscape, was a medium by which was I

able to direct land uses, infrastructure, and

imagine new patterns of urbanization. The

strength ofthis approach has led our work
to be selecred as a finalisr or a winner in
over twelve international design comperi-
rions in the last six years, was published in
journals and books, and received numerous
awards and accolades.

How do gou think moteriolitg is perceived
when the finol product does not exist in o
tongible form?

l )siigrr rrrl<es r':ri ious [l,r',n*. sorl.'r inrcs u t'

dcsigr.r the piarfbrm rvirh u,hich ttngiblc
ancl ph_rrsical proclucts emerge. For erample.
wc xrc currentl.v rvorking on a plerfbrm firr-

clealir-rg n'ith lcsilicr-rt clesign r.r,irh Ilrou,l'tl
Count-r'. F 1or ic1a. More spcc ificall_r', based

on input sites ancl paremcters^ thc rool
r.r,i11 pror.ic'le an option of applicable novel
zor-ring cc,clcs rhat are suircrl to rhe site-
specifrc to its enr,ironmental aspects and

a

C

a

I

Fig.3 & 4: Florida: Terra-Sorta-Firma Student Work; ln deslgning a new type of Planned
Unit Development, students proposed "hacking" Homeowners Association rules, to create
more dynamic and responsive suburban developments. lmages courtesy Fadi Masoud.
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needs-while ensuring alignmenr with rhe
long-term and regional srraregy developed
by the county. Through rhe design process,

our team is devising a ser ofunique zoning
codes, land uses, programs, and building
cypologies that are precise, yer dynamic,
flexible, and responsive. These are presenred
as animared codes rhat combine various
landforms/infrasrrucrures with a relational
land use, building qpology, and density thar
changes according to a variable (water 1eve1,

saliniry qualiry...etc.); strategies that can be

adapted to other coastal regions globa11y.

Our team's ongoing research and design
work generated through a project titled
"Ten a Sorta Finna," and a series of associated
design studios at MIT, have been gaining
momentum and traction ar a regional

level in Florida. Earlier this year, Deputy
Director of Environmenral Protection and
Growth N4anagemenr in Broward County,
Leonard Vialpando, presented the work at
The Regional Climate Action Plan Implemen-

ration'Workshop: Essential Tools: Inregrating
rhe Southeast Florida Sea Leuel Rise Projections

into Communiqt Planning. Key concepts such
as clustering development along elevated

transit corridors and ridges through Trans-
fer Development Rights, inland islands
generated through "flux zones," and rhe
design of interconnected water corridors
through "hydro-storage credits" as open
space, are all being discussed as near rerm
landscape-driven code and adaptarion srrar-
egies for the county.
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Kotie Ront
Sophomore Undergraduate Student at North
Carolina State University's College of Design
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We are in a time of uncertainty. We fear what we do not understand,

and fear can transform into hatred. But, fear can also inspire great

couraSe.

RANT TO ME

Flux. We are in a time of transition.

Flux. We are in a time of extreme opposition.

Flux. We have a new president, but not a politician.

Donald J. Trump,

Are you courageous? Do you have what it takes to stand up for the

truth? Prove to me that I was wrong not to vote for you. Prove to me

that you are not corruptible. Prove to me that you have a heart beat-

ing in your chest. Prove me wrong.

You, like many people, misunderstand We do not

believe the earth is fragile, we believe humanity is le.

The wind speaks in song

The sun displays its creations proudly

While we look on and listen
Stewards of the Earth in mission

But it needs not protection f rom itself

For we are the Earth

And our eyes, ears, heart, and hands

They are its wealth

Our planet is a symphony of harmonious
patterns. Picture in your mind the Earth
just before the rise of human civilization;

enclrcled with clouds and pulsing with life.

Every last ounce of energy is fought for and

clung to in every moment. Nothing usable is

wasted. A well-oiled, efficient machine made

of tri I lions of individua I parts, a I I strivi ng for
some sort of permanence, equilibrium. When

cells or organisms die, something is there to
reorganize their energy and nutrients into

something else; recycling life again and again.

Changing shape and form again and again.

lncreasing in complexity, life on Earth churns

and swirls timelessly.

Although I do not live in that world, I am

intimately familiar with it, and so are you. lf
you don't believe me, look. lt continues swirl-

ing and churning all around, holding us afloat

like a glant raft alone in the ocean of space.

We were born f rom this; our consciousness.

our awareness of self. That makes us differ-
ent, but it does not make us separate. Are we

part of nature? Yes, of course we are. The an-

swer seems quite obvious, but you wouldn't
know it judging by the way we live. We

isolate ourselves in bubbles of sterile safety.

Understandably, the world around us is often

harsh and unforgiving. But what is the cost

of isolating ourselves, and does it still serve

its original intent? Our power as humans

continues to grow. Yet, our ability to control

our power has not been able to keep up. We

Ben Jones
Graduate Student at North Carolina
State University's College of Design
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are dominating the planet, re-designing it in
our own image so that it may better serve

our purposes. All the while we feel more and

more separate and more and more at rlsk. As

a civilization, we have to change. We have to
adapt to the new world we have created. Old

solutions won't frx our new problems.

I believe design is always in transition,
but this moment is unique. Why? The stakes

are so much higher. There are seven billion
people sharing this momentwith us. We wield
the unprecedented power to influence the
trajectory of not only humanklnd, but all life

on Earth. We can use it positively or nega-

tively. We can choose, but unlike before, what
we do can't easily be undone. The power of
design and human ingenuity has its limits. We
can't bring species back from extinction;we
can't engineer an ecosystem billions of years

in the making. So, what can we do? What
should we do? Fit in. Flt into the world around

us. Stop trying to control the uncontrollable.
The design challenge of our generatlon will
be learning how to work with the forces of
nature, not against them. That's how we
created our prosperity, and that's howwe will
keep it. Don't forget that our natural resourc-
es gave and continue to give us our advantage

in becoming the most influential nation on

the planet. We can't afford to throw the baby

out with the bathwater by depleting those
resources as we use them. We don't need to
kill the cow just to drink its milk.
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My passion is landscape architecture, so

I know our commonly employed techniques
for building the human environment are em-

barrassingly far behind our capabilities. lf we
so choose, we can enter an era in which we

bui ld ecology rather than destroy it. So, how
do we reconnect with the landscape around

us? What is the new human landscape going
to look like if we hope to survive?

It is up to us designers to decide. Howev-
er, I know one thing. lt will be alive; alive with
the living tissue of plants and insects; alive

with vibrant colors; alive with interdepen-
dent communities; alive with freedom and

exploration. lmagine if the powerfulwaste
less primordialforests and grasslands of our
ancestors were "domesticated;" modified for
effrciency and interwoven with sophisticated
human civilization. Safe. Resilient. Soothing.

lnspirational. But that can only be true if we

make it, if we tend to our garden. I believe we

do notown the Earth, butwe do protectour
own. This planet is our mother, we depend

upon it for everything, and protecting it is not
a liberal ideal. lt transcends politics and all

the other bullshit we substitute for truth. So,

in a time of unprecedented bullshit, how do
we achieve this reconnection to the land-

scape? How do we move forward through
this transition with real purpose? What is a

truth upon which we can build a future?

The truth of the land upon which we live

How do we begin to defrne this truth?

Boundaries.

Our planet has boundaries created by
the very physical nature of its form and the
forces swirling within and around it. Yet we

choose to ignore them. We make our own
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boundaries informed only by self-interest.
Arbitrary boundaries are a missed opportuni-
ty and a tragedy often used to disenfranchise
and oppress those without power. I, as others
have before me, propose political bound-
aries based on watersheds. A real map that
represents the people as they are; the land

as it is. Water is life. Water is sacred across

all borders. Water never lies. We should chal-

lenge Donald J. Trump to back up his words
of disapprovalfor a rigged political system

and send out an executive order to redraw
our crooked political boundaries. Bring us

back to Earth. lt will be a lot of work, but that
is the nature of moving forward. Do we have

the cou rage it actua lly takes to make America
great again? I hope so.

Where did our ingenuity go? Why is our
nation not leading humanity forward like we
did in our exploration of space? The interface
between human civilization and the "natural"

world is ripe with unexplored possibilities.

I am working on products and systems

that harness the power of plants to make

our built environment healthier and more
resilient but there is so much more that can

be done. I refuse to stagnate and I refuse to
accept the status quo. lf we want to create
good lobs, if we want to unify our people, we
need a common goal. I believe with every
ounce of my body that our common goal

should be to rebuild our nation so that it is
sustainable, beautiful, and the envy of the
world. By bringing nature into our cities we
can protect our clean water and clean air
resources, improve the activity and health of
the people, have stronger and longer lasting
infrastructure, and most importantly provide
people with lobs they can be proud of. I

believe the point of a business is to employ
people, not to make money. Prosperity can-

not exist if it is not shared.

"The interfoce between humon
civilizotion ond the "noturol"
world is ripe with unexplored

possibiliries."



TERRY IRWIN
Head of the School of Design at Carnegie \Lellon Uniuersity



Transition Design:

A PROPOSAL FOR A NEW AREA OF DESIGN
PRACTICE, STUDY AND RESEARCH

In an intervierv *.ith Terr"v llrvin, I {eacl of
rhc School o[Dcsign ar (.rrncgic \lcllon
Universit-v, she .lescribed n-har lead to the

folrration of Tlansitior.r Design as a "prop-

osition lor a ncr.v area of clesign pr actice.

studv, arrd research that adr.ocates designJccl

socier:rl transitiL\n ror|ilii tuo|e susirirr-

able lLtures."' She erplainecl that design is

moving into neu, territories and going piaces

it hasn't beer.r hefole, like pubhc polic-r,ancl
healthcare. Iru,in said she u,as infiucnccd b-1'

the Wintelhouse S-r,mposium hosted Lx rhe

School o{:Design, which ii.rcuscs on clesigr.r

education and social change. but she {iels
there hasnr been enough conversation about

the element of time. Iru.'in argr-res that tl-rele

is a need ro rhink holisticallr,ancl to take

irerarive steps. u irh rreru k,r,,* lcJgc an,l .ltill
sets over longer timelines. to solve the r,vicked

problems of the trvent_r,-fi'st centurr.
\7hen asked rvhat her u''orldvier,'- looked

like before realizing the s,ystems-ievel tl'rink-
ing Transition I)esign olIirs, iru,in dcscribed

that designels generallv tencl to fall ir.rto tr,r,o
categories: rhe fotn-giving :rnd acsthctic
designers. and those inr.olved in cornmur-ri-

cation and ploblern-scrlving. Irrvin said she

always saw herself'as the latter, bur became

more concerned rvith sustainabilirr. after
wolkirrg \)n r nlai(rl le-hrlrrding Ir't,jr'cr Iirr'

a multi-nationai company that wanted the

re-brand to avoid bad press about condi-
tions in their foreign factories. She says

this raised some ethical concerns connected
to how products and services affect the

broader social context and the ecos_ysrem.

Irwin quickly decided to leave her company
to pursue a new way ro design by getting a

master's degree in Holistic Science.

\X7hen asked how Transition Desiglr

should be implemented in pr actice, Irwin
said that it is al1 about trying difrerent
approaches. Righr now, Transition Design-

ers are working wirh the community and
nonprofits to look for obstacles that could be

framed as Tlansition Design prohlems. An
example of rhis can be found in Ojai, Califor-
nia, rvhere the city currentlv only has enough

water to sustain itselffor the next three to
five years due to severe drought conditions.

h'win also compared Transition Design-

ers to skilied acupuncturists. In Transition
Design, one must have a great understanding
ofhow a smaller sysrem functions within a

larger one, much like an acupuncrurisr musr

understand the anatomy ofthe body and

how its various processes ar-rd systems work
in harmony-. Both skilled designers and acu-

puncturists must be able to identi$ where
'leverage points' exist in order to know where

design inrewentions can/should be applied.

Being conscious of these steps aliows both
professionals to -yield the best outcome for
their respective systems as a whole.

Irwin feels the most important aspect

of Transition Design is educating young
designers for the future. She compared
teaching younger generations about Tran-

sition Design to planting a tree at an older
age. \i(4ri1e you may not live long enough

to reap the rewards of growing a tree from
a seedling, it is important to take the steps

necessaly for the tree's proper growth to
ensure that it will benefit later generations.

Irwin also said that she believes educators

musr be willing to srep into new rerritories
with their students to figure out prob-
lems together. "One must be able to toggle

between expertise and the beginner's mind;"
that is how Transition Design firnctions best.

In the foilowing arricle Transition
Design: A Proposal for a New Area of
Desigr-r Practice, Study, and Research, Irwin
continues to argue the importance ofTran-
sition Design, by thinking and researching

in a more holistic way, and dives into how
design research can play a major role in
problem-so1ving.

Ashley Pelfrey 6 Rachel Smith

1 
I rwin, Terry. 'Tra nsition Design: A Proposa for a New Area of Design Practlce, Si!dy, a nd Researchl Design and C! ltu re 7.2 (20 15):229 - 46.Web.
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Introduction
The professions and academic disciplines of
design have undergone tremendous change
within the iast two decades, prompred by a

number of developments. (a) The tools and

methodologies of design are being adopted
by a variety of other fie1ds and disciplines ro

find and frame problems as well as visualize
scenarios for their solution. (b) There is a

heightened awareness of a myriad ofwicked
problems confronting us in the twenty-first
century and an increasing acknowledgment
that they are interconnected and inrerde-
pendent (Worldwatch Institure zorT; Crprt
and Luisi zor+). (c) Recognirion is growing
that design and designers can contribute
meaningful solutions ro rhese problems.

The Need for a Condnuum
of Design Approaches
Thcsc Facrors have givcn risc ro two im-
portant areas ofdesign research, practice,
and education: Design for Service and

Design for Social Innovation (a1so known
as social impact design or social design).

This arricle proposes the need for a third
approach - Transition Design - rhat is

based upon longer-term visioning and rec-

ognition ofthe need for solutions roored in
new, more susrainable socioeconomic and

political paradigms.'
'Itis article proposes that these are three

areas of established, maturing, and emer-
gent sub-disciplines, that rhey are related
and complementary, and rhat they can

be situated along a continuum in which
spatio-temporal contexrs expand and deep-

en (Figure r). Service Design is now well
esrablished and takes a sysrems approach to
solving problems withirr multi-stalehold.,
"ecologies." Shifting the focus from discreer

artifacts and communicarions co rhe quality
of interactions and overall experience

between service provider and customers has

1ed to more meaningful, useful, enjoyable,

and profitable solutions (Saco and Gon-
calves zooB; Forlizzi and Zimmerman 2or?i

Service Design Network zor4).
Design for Social Innovation, which

can be considered an evoiving discipline
(Penin et a,l. zorz; Sherwin zorz; Rettig and

du Plessis zor3; Amatullo zor4), expands

problem contexts and objectives to address

problems in social, cultural, and econom-
ic domains, often outside the context of
the business and consumer marketplace.
Downloaded by [Carnegie Me11on Univer-
sityJ at o6:23 o5 November zor5 Design and

Culture z3r Design and Culrure Like service

designers, social innovation pracritioners
are working to evolve rhe discipline rhrough
the codification ofreplicable skillsets and

methodologies (Drenttel and \4ossoba zor3;

LEAP S,vmposium zor3; Smithsonian's Coo-
per-Hewitt et a1. zor3).

Figure r shows a conrinuum in which
horizons of time, depth of engagemenrsl

and alrernative socioeconomic and polirical
contexts increase as we move from left to
right. Service Design is situared on the 1eft

and involves expert designers working on
short-term, multi-stakeholder projects,
primarily within the business and consum-
er marketplace. Social Innovarion occupies

a position further along the conrinuum
where projects are usually siruated within
sociai and community conrexrs, engage-

ments are ideally longer, and solutions
hegin to chellenge e xisring socioeconomic
and political paradigms.

As shown in Figure r, Transition Design

can be positioned at the end ofthe conrin-
uum, where speculative, long-term visions
of sustainable lifestyles fundamentaliy
challenge existing paradigms and serwe to
inspire and infurm the design of short- and

mid-term solutions. J'ransition Design

solutions have their origins in long-term

offers a Ph.D. and professional doctorate (D Des.) in the subject.
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thinking, are 1ifesryle-oriented and place-

based,' and always acknowledge the natural
world as the greater context for all design

solutions. Transition visions could provide
greater leverage for projects undercaken in
rhe service and social innovarion secrors

bv net*orking and linking rhem together
to form more effective transicional sreps

toward a desired furure.

The Tronsition Design Fromework
The Tr-ansition I)esign fi'amer.vork our-
line s fbur kcr mutuall-v reinfbrcing and

co-evolr.in gt are es c',f knon l edge, ac rior-r,

ar.rd self-r'eflcction -vision. rheories of
change, minclse t/posturc, and ner,r, wa-r,s of
dcsigning (Figurc z).

1. Vision
Most people would argue that rransition
toward more sustainable futures is neces-

sary, but until recently, chere have been few
compelling narrarives abour what those

futures might look 1ike. The environmental
movement has long been criricized for its

inabiliry or failure ro develop visions that
are based upon a high quaiity of life rather
than impoverishmenr and abstention.

Transition Design proposes that more
compelling future-oriented visions are

needed to inform and inspire projecrs in
the present and thar the tools and merh-
ods of design can aid in the development
of these visions. Tonkinwise (zor4) argues

for "motivating visions as well as visions
that can serve as measures against which to
evaluate design n-roves, but visions thar are

also modifiable according ro the changing
situation." Dunne and Raby (2ory, vz)
argue that visioning is crucial; it creates

spaces for discussion and debare about
alternative furures and ways of being and it
requires us to suspend disbelieland forget
how things are now and wonder about how
things could be.'

Scenario development, future casting,
and speculative design (Knapp zorr; Kolko
zorz; Martin and Hanington zorz; Dunne
and Raby zor3) are examples of design ap-

proaches to envisioning future possibilities.

These can be leveraged to inform solutions
in the present that "leap frog"'beyond the

existing unsustainable socioeconomic and

political paradigms (which often impede the
design and development of alternative and

innovative solurions). \iTithin the past ten
years, visioning approaches have gained rrac-
tion, and designers as well as organizations
within the profit and not-for-profit secrors

ar-e using visioning ro inspire and enliven
problem solving in the present (Manzini

and Jegou zoo3; Manzini zooT; Rockefeller
Foundation and Global Business Nerwork
zoro; 'World Business Council for Sustain-

able Developmen[ 2orol Porrirt zor3).

Transition visions would propose the
reconception of entire lifestyles where basic

needs are met locallyt or regional\ and the

economy is designed to meer those needs,

rather than grow for its own sake .' The

exploration and critique of"everyday 1ife" is

a fie1d within social theory (Lefebvre r99r;

Gardiner zooo) that has the porenrial ro
become a powerful conceprual locus for the
design ofneeds satisfaction in place-based

!

m

)J

fr

x

-

presentandtheirpotentialtoaffectfuturegenerationslnthesocla andenvironmentalspheres.

the formulation of solutions (Briggs and Peat 1990: 160-1).

antlcipate over long horizons of time.

ithic corporations in the satisfaction of needs (Douthwaite 1996; Shuman 2000).

neous y and address these pathologies. ln The Business of Sustainability, lrwln (2011a) argues that these pathologies of unmet needs are at the root of many wlcked problems.
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"Most people would o.rque

thot tronsition toword
more sustoinoble futures
is necessorg, but until
recentlg, there hove been

few compelling ncrrGtives
obout whot those futures
miqhr look like."

ways.' One lifestyle-based vision is Cos-

mopolitan Localism - sma11, diverse, iocal,
and place-based communities that are

g1obal in their awareness and exchange of
information and technology (Sachs 1999;

Manzini zoo9, zorz).

Transition visions ar€ not conceived as

blueprints for design - rather they remain
open-ended and speculative. Future visions
would continually change and evolve based

upon knowledge gained from projects and

initiatives in the present. Transition vi-
sioning is conceived as a circular, iterative,
and error-friendly process that could be

used to envision radically new ideas for
the future that serve to inform even small,

modest designs in the present.

2. Theories ofChonge
The concept ofchange is central ro a

Transition Design framework for the

following reasons: (a) A theory of change

is alwavs present within a planned course

of action (design), whether it is explicitly
acknowledged or not. (b) Transition to
sustainable futures will require sweeping

change at every leve1 ofour society. (c) Ou.
conventionai and outmoded ideas about
change lie at the root of many wicked
problems (Escobar r995; Scott 1999; Irwin
zorrb). Transformational lsocietal change

will depend upon our abiliry to change our
ideas about change itself - how it manifests
and how it can be initiated and directed.
Transition Design proposes that in order for
designers to act as agents for change, new
approaches to design and problem soiving
must be based upon a deep understanding
of the dynamics of change within complex
social and natural systems.

Any planned course ofaction (design) is
based upon a theory ofchange, a hypothesis
is formulated about what type of change is

needed and an assumption is made about
the correct approach for intervention, based

upon a predicted outcome.8 Often, rhe

assumptions and predictions that form the

hasis o[rhis acrion lre unconscious or go

unnoticed, therefore change itselfhas not
been adequately understood by designers,

nor has it lreen vieu'ed as an imporranr area

for study and research.

Historically, change has been viewed as

something that can be "managed" through
centralized, top-down design processes that
produce clear, predictable outcomes.t This

type of linear, cause-and-effect thinking
has influenced the design and development
ofsocietal infrastrucrures and policies in
the developed world and has contribured
to many of the g1oba1 wicked problems
previously mentioned.

quality-ollife scenarios based in the everyday.
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However, a new transdisciplinary body

of knowledge related to the dynamics of
change within complex s.vstems is emerging

that challenges rhese assumptions and has

the potenrial to inform new approaches

to design and problem solving. Ideas and

discoveries from a diversiry offields such

as ph-ysics, biology, sociology, and organi-
zational deveiopment have revealed that
change within open, complex systems srrch

as social organizations and ecosystems

manifests in counterintuitive ways. And,
although change within such systems can

be catalyzed and even gently directed, it
cannor be managed or controlled, nor can

ourcomes be accurately predicted (Briggs

and Peat r99o; Prigogine and Stengers

r99+; Wheatiey and Kellner-Ro6ers ry96;
Wheatley zoo6; Meadows zoo8; Capra and

Luisi zor4).'Theories of Change within a

Transition Design framework are proposed
as a continual\ co-evolving body ofknowl-
edge'o that challenges designers to become

lifelong learners who look outside the disci-
plines of design for new knowledge.

3. Mindset ond Posture
Transition l)esien rrgues that lir-ing in end

through rrensitional times cal1s for sclf-rc-
flcction and a ncrv rval of "bcing" in thc
rvorid. 'll-ris 

c1-rar-rge mtLst be b:rsed upt'rn a

new mindset or woridview and posture
(internal) chat ie ad to different ways of
interacting with others (external) that
informs problem solving and design. A11 of
rhese rrc murually influencing.

Our individual and collective mindsets
represenr rhe belieFs. values. assumprions,

and expectations that are formed by our
individual experiences, cultural norms,

reiigious/spirirual beliefs, and the so-

cioeconomic and political paradigms ro

which we subscribe (Capra ry83, t997;

Kearney r9B4; Clarke zooz). Designers'

mindsets and postures often go unnoticed
and unacknowledged but they profoundly
influence whar is identified as a problem
and how it is framed and solved wirhin a

given context. Yet, design methodologies
and process rare\ take these important
factors inro account.

Design for social innovation has evolrred

new ski1l sets and approaches (Penin et al.

zorz; Rettig and du Plessis zor3) that can

leverage the dlmamics found within social

systems co develop more effective solutions.
Transirion Design proposes going one step

Further in asking designers to exrmine
their own value system and the role it plays

in the design process. It argues that transi-
tion solurions will be besr conceived within
a more holistic worldview that can inform

disorder;and(d)sma changeswithinonepartofthesystemcanramifythroughout,creatingsweepingchangeinanotherlocation.



new! more collaborative, and responsible

postures for interaction.
There is an emerging body of trans-

disciplinary knowledge that examines rhe

phenomenon ofmindset or worldview
and its role in wicked problems and rheir
solution. In their The Systems View of Life:
A Unifying Msion (zor4: xi), Capra and
Luisi propose that these problems must be

seen as just different facers o{ one single

crisis, which is largely a crisis ofperceprion.
It derives from the facr that mosr people in
our modern society, and especial\ our large
social institutions, subscribe ro rhe conceprs

of an outdated worldview, a perception of
reality inadequate for dealing with our over-
popuiated, g1obal1y inrerconnecred world.

Du Plessis (zor4) argues that a practicai
understanding of rhe process of individual
change is fundamental to work in social

sysrem change. An individual can change

rheir beliefs by engaging in a process of
personai transformation and that process
can be learned, and incorporated inro
design pracrice. Ifwe are going ro educate

designers who will facilitate social system

change, we also need to reach rhem to
work with the interior, invisible dimension
of human experience.

The characreristics of a new, more holis-
tic mindset and the attitudes and postures
that it might inform are shown in Figure 3.11

4. NewWogs ofDesigning
The transjtion to a sustainable societv will
require new design approaches informed by
diiTerent value se rs and knowledge. Transi-
tion I)esigners see themselves as agents of
change and are ambitious in their desire to
transform systems. They also undersrand
rhar rransirion calls [or a commirment
to work iteratively, at multiple 1eve1s of
sca1e, over longer horizons oftime. Because

Transition Designers develop visions of
the "long now" (Brand ry97 z), they take a

decidedly different approach to problem
solving in rhe presenr.

Transition Designers learn ro see and
solve for wicked problems" and view a

single design or solurion as a single step in
a longer transition toward a future-based
vision. Transition solutions might have

intentionally short lifespans where obsoles-

cence is a given because it is a step toward
a longer-term goal. C)r, a solution might be

designed to change and evolve over long
periods of time. Transition Design is also

a process and methodology fbr making

connections. Transition l)esigners have

the sk;11, foresighr, and ability to connecr
differenr rypes of solutions (servicc design

or sociai innovation solutions) togerher
for greater leverage (solurions' abiliry to
co-evolve) and impact because they are

connected to, and guided b1', a longer-term
objective or vision.

Transition Designers look for "emergenr

possibilities" within problem conrexrs,

as opposed to imposing preplanned and
resolved solutions upon a siruation" Jhis
approach is highl,v rransdisciplinarl,, col-
laborative, and rooted in an understanding
of how change wirhin complex sysrems

manifests. The amplification of rhe "buds

and shoots of new potenrialiries"'r with-
in a given context is a social innovarion
approach advocated by Manzini andJdgou
(zoo3) and Penin et al. (zorz). Visions of
a sustainable future enlarge the problem
frame to include social ancl environmental
concerns and compel designers to design
wirhin long horizons o[rime.

Transirion Design is distinct from ser-

vice design or sociai innovation design in:
(a) its deep grounding in future-oriented
visions; (b) its transdisciplinary imperarivc;
(c) its understanding of'how to initiate and

2008: Ritzer 2011).

Theories of Change segment of the transition framework.

political paradigms.
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Fig.3: Characteristics of a new more holistic mindset and the attitudes and postures that
it might feed into. Terry lrwin.
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direct change within social and natural
systems; and (d) its emphasis on the rempo-
rality of solutions - they have intentionaily
short or long lifespans.

Designers working within rhe social

innovation space have developed import-
ant new approaches drawn from sociologv,

organizational science, and business (ro

name a few) and these can and should be

expanded and deepened in the emerging
area of Transition Design. This tlpe of work
requires a commitment to ongoing learn-
ing and personal change as well as a kind
o[''stick-ro-itivencss"; a commirmenr ro

change the s,vstem through mu1tip1e, irera-
rive inrervenrions and rhe renacirl ro sray

wirh ir and change wirh ir. over rime.

Conclusions
The four areas represented in the Transi-
tion Design framework (vision, theories of
change, mindset/posture, and new ways of
designing) mutually reinforce e ach other
and co-evolve. Transition visions stimulate
new thinking and cause designers ro look for
knowledge in new places that, in turn, leads

to shifts in rheir mindset and posture. A11 of
these will give rise to new ways of designing.

Transition Design is conceived as a new
area ofdesign methodology, practice, and
research and is presented here as a proposal
and invitation for furrher discussion and

debate among educators, practitioners, and

researchers. In the f'a11 of zo4, The School of
Design at Carnegie Me1lon University began

offering Ph.D.s and professional doctorates
(D.Dcs.) in Transirion Design.
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The Student Publication bcgan as a tribute co Matthew Nowicki
after his untime\ death ir.r r95o at the age of 4o. His influence and

inspirarion as head of the Department of Architecture inspired the

students to create The Student Publication in his honor, and so the

first issue focused on Nowicki's contributions to the College, the

University and the field. Through the process, students realized the

porential and importance olsuch a publication and collection of
voices, that thev continued rhe effort, focusing on rimelv and im-
porrant issues in the field and inviting some of the mosr imporrant
and influential designers ofthe day ro contribure letters, projects

and articles. Such luminaries included Le Corbusier. Mies Van der

Rohe, Buckrninsrer Fuller and Richard Saul Wurman.

Berween ry5t and 1985, 5B issues of The Student Publication
were developed. From r985-zooo The Publication took a hiatus,

but in zooo it came back full force with the issue informall-y known
as The Phoenix. Since then, working with an editorial advisor and

committee, students have cleve loped the theme, invited partici-
pants, curated, edited and designed B issues.

More recent volumes seek to create cross-disciplinarv themes

that provoke discourse throughout the field ofdesign theory and

practice. They have included concepts of Ne* Methods and l'ro-
cesses (vol J5); Form and Fiction (r'ol 16); and Impermanence in

Design Culture (vol 37). Recent contribucors continue to include

conremporary leaders in rhe field of design, including Casev Reas,

Naralie Chanin. Ted Givens and Diller, Scofidio * Renfr'o. Other
contributors have extended beyond the field ofdesign, to include

voices thar are shaping the way that we rhink about design practice,

such as the science fiction writer Bruce Sterling, anthropologist
Sasha Newell and technologist l-ev N{anovich.

See more volumes and contributors, or order a copy of
The Srudent Publication at:

design.ncsu.edu/student-publ ication
email: studcntpublicationEtncsu.edu
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The Collcge of Design wishes ro thank tl.rc fbllorving donols fbr'

their gencrous support of Thc Srr-rdent I)ublicatitxr Ormpaign.

Virhout their comlnitmenr wc rvould nor lrc ablc ttr proclucc rhis

important pubiicarion.

These gifts and plcclgcs u'ere inspircd l.r_r' r substanri:rl challcr.rqc

bequesr fi'on Fred ln.l Ilobbic r\clams.

Special rhanks as rvc'll to the Puirlication Campaign Cor.nmirrcc ied

by Steve Schuster, FAIA, (r97j) ..rf Clearscrpcs and David Rrmseur,

AIA, (r96s) of Rl'A I)esign.'lhc commirrcc tnet fl'.rm 2ooo to zoo2

and includedJohr.r (lort. AIA (r9(,7). Ligon Flvr.rn. FAIA. (r9;9).

Don Lee , FAIA, (196r). \\'es Mc(llure , FAIA, (1969), end Llo,v.l
'Wa1ter, FAIA. (r96o).
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Endowment please contact C:rlla Ablamcz--vl<, Assistent I)can fbr
External Relatit'r'rs end Dcr,clopment er (9r9) irJ-4lro or

carla-abranrcz,r-1< @ n csu.cd'1.
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$ss.000
NC Architectural Foundation

$10,000 - $25,000

Joel Clancy
Clearscapes

Perkins & Will
Sherwood L. \7ebb and Roberta Softv W'ebb

$s,000 - $e,eee
Clancy & Theys Consrruction
Cort Architecrural Group PA
C.T. \7ilson Construction Company
Dixon Weinsrein Architects
Ligon B. Flynn
McClure Hopkins Architects
Ramseur-Pererson Architects, PC
\flalter Robbs Callahan
& Pierce, Archirects
Lloyd G. Walter, Jr.

$2,s00-$4,e99
Flad & Associates

JDavis Archirects PLLC
Henry \(. Johnsron
Little & Lirrle
Hunt McKinnon
Marvin J. Malecha

Metrocon, Inc.

Skinner, Lamm & Highsmirh, PA
Skanska USA Building Inc.

$1,000-$2,499
Abee Architecc PA, Dallas Abee
Randolph R. Croxron
Reginald Cude

DT'i7 Architecrs & Planners Ltd.
Harry Ellenzweig
Roland Gammon
Howard Garriss
\M Easley and Suzanne I-. Hamner

Jeffrey Huberman
G. Daniel Knighr, Jr.

Ramsay GMK Associares, Inc.

John Sawyer Archirects
Stec & Company Architecrs
Rodnev Swink
Troxell Associates Archicecture, Inc.
'!filliam 

E. Valentine
Walter Vick, rhe LSV Parrnership
Architects/Planners

$100-$999
Fred and Sherry Abernethy
Boney PLLC
Charles H. Boney, Sr.

David Burney
Sloan Burton, Jr.
CBSA Archirecrs, Inc.

Cothran Harris Architecrure
Bertram Ellentuck
Irwin E..]ones

Don Kunze
Elizabeth B. Lee

Bruno Leon, Architect
Lucien Roughron Architecrs
Michael Moorefield Archicects, PC
Murray Whisnant Archicects
Sherman Pardue

J. J. Peterson,.|r.
Prime Building
Charles M. Sappenfield

James Stevenson

Charles H. lVinecoff

Vinstead Y/ilkinson Archirects PLLC
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Editors
Rachel Smith'r7, BA-Design Srudies

Ashley Pelfrey'q, BA-Design Srudies

Design

Kaanchee Gandhi 'r7, Bachelor of Graphic Design

STUDENT PUBLICATION ADVISORY GROUP

Morketing ond Promotion
Amanda Nguyen 'ry, BA-Business Administration

Doug Lovell 'fi, BA-Design Srudies

Sidney Covington 'fi, BA-Design Studies

Design
Brirney Balmer 'ry, Bachelor of Graphic Design

Nick Gregory'fi. BA-Design kudies

Candida Hal1 'rB, Masrer of Art + Design: Animation * lnteracritse Media

Lauren fuutchen 'fi, BA-Design Srudiu

Marcie Laird 'r9, Bachelor of Graphic Design

Jack Ratterre e'r9. Bachelor of Graphic Design

Anna Schecterson '2o, Bachrlor of Graphic Design

Savannah Soule 'r9, BA-Design Studies dv Bachelor of Art in Art Studies:

F ilm Srudies Concentration

Mikhail Vasquez'fi , BA-Design Srudies

Project Monogement

Julia Paret 'ry, Bachelor of Graphic Design

Katie Rant ry, Bachelor of Arr + Design
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This volume was printed and bound by Theo Davis in Raleigh, NC.
500 copies were produced ar a cost of 53930. Printing was generously
donared in part by Theo Davis.

D THEO OA\/ISI PRINTINGl

The tlpe families used in rhis pubiication are Cormoranr by Christian
Thalmann, and Lato by Lukasz Dziedzic.

NC State University is dedicared to equality of opportunity. The Uni-
versiry does not condone discriminarion againsr srudents, employees,
or applicants in any form. NC Stare commirs itself to posirive acrion
to secure equal opporrunit_y regardless ofrace, color, creed, narional
origin, religion, sex, age, or disabiliry. In addition, NC State welcomes
all persons withour regard to sexual orientarion.
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