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This year's theme, Form +
Fiction, seeks to engage design

students and professionals in
a ilialogue on the role of the

designer in shaping, framing and
reJlecting reality. ln developing

this theme, it was apparent that
this was not a conuersatton that
woulil have a single answer. Nor
wos it a conversation that was

new to this moment in time.

To that enil, the editors and
students engaged in the curation
and design o/The Publication
sought to illuminate the nature
of this ongoing dialogue by

or ganizing th e submission s

(including some Jrom previous
uolumes o/The Publication)
according to past (Loolong
Back), presenr (In the Now)
ond Juture (Facing Forward).
These sections are not so much

about the time period in which
the article originated, but
what it is responding to on the

intersection oJ design and reality.

Historical articles w ere

reprinted Jrom past editions
intact. Due to the nature oJ the
production process in which
older submissions were created,

in some cases it was necessary to

recreate them. All attempts were

made to keep articles identical to
the o r igin al submi ssion.





Form + Fiction =
Foreword by

a

Perhaps every time is a period of transformation and the real
challenge is to understand its nature. At the turn of the nineteenth
and twentieth centuries the speed of movement introduced by
the ubiquitous penetration of the automobile into American life
changed the concepts oftime and place ofthe average citizen. The
remainder of the century followed this concept with more and
more sophisticated conceptions ofspeed from air travel and space

exploration to the beginnings of information transfer. Trulywe
have witnessed that speed feeds upon itself. It is the goal ofevery
generation to increase the pace of change fostered by predecessors.

It is the speed of the transformation we are experiencing that is

dramatically afecting our understanding of the design professions.
Roles and boundaries of specific disciplines are dissolving. The
designer today must expect to move freely across many geographic
and cultural barriers while also remaining open to being them-
selves transformed.

Des(;ners are exploring the cognitive opportunities
offered by the new inlormation technologies.ll is this
exploration lhat places the desQn professions in a
posilion to act as interpreters of the experiences that
constitute a new era.

\ Changes of this magnitude have in past times been absorbed
into the life of cultures through storytelling. The fictions of the
storytellers, from ancient mythology to the ballad singers of the
North Carolina mountains and the science fiction writers of the
past century, have helped anticipate and even precipitate change.

The stories of time machines, radio watches and space travel have

inspired the inventions now taken for granted. The storytelling of
the past is reflected in the cognitive exploration underway today,
facilitated by new forms of technology that are extending human
capabilities as never before. An inherent part ofthe design process

is that of deep reflection: on what is and what might be. This time

of reflection is a period when stories become an effective means

to consider the changing realities of twenty-first century culture.
These new fictions are most likely to be to be manifested in media
and gaming explorations. Fictional places and human contact
are replaced in the cyber world by fantastic representations and
avatars. What is real is blurred even further by the interactive
character of the games bringing players together in real time from
every corner ofthe earth. This has the effect oftransforming
interactive media into mature experiences. This is the equivalent
eflect during the r93os of childrent storybooks transformed by
Walt Disney into animated movies. Because of the maturation
ofinteractive media strategies the designert sense ofa discipline
focused on specialization gives way to the evolution ofa new
design discipline, Experience Design.

The evolution of the design disciplines toward Experience Design
changes how design thought is conceived. The preoccupation
with traditional notions of form and function are transcended
by the desire to connect utility and storytelling into scenarios of
life. Design thinking then is not so much about an elegant process

as it is a journey into deep understanding. The search for deep

understanding connects every generation to every other no matter
the speed ofthe inquiry or the tools that facilitate it. Form + Fiction
equals Experience. Experience is the holy grail ofdesign thought.

Mar t in l. M alech a, FAIA, DPACSA
Dean, North Carolina State Uniuersity College of Design
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Altering perspectives of reality based on
the context presented.

S ev eral themes rep eatedly

arise in the content oJ this
year's Student Publication
that serve to strengthen the

dialogue around the conuer-

sation on Form * Fiction.
As a way oJ calling out these

themes, a tagging systefit was

developed that serves as both
a nauigatioflal tool Jor the

publication and a means of
str engthening and highlight-
ing the connections between

submissions. This system is

comprised oJ eight terms that
ore each explained on theleft.

Methods and processes for investigatlng
ill-defined problems, acquiring information,
analyzing knowledge, and posing solutions.

Speculative form of design used to approach
complex design problems.

Excerpts from past editions of ?he Student
Publication that were relevant to the theme.

Articles dealing with content specific to
North Carolina State University.

The process whereby designers create pieces
of reality.

A method of framing design, generally for an
audience with a story arc envisioned, that
encompasses a beginning, middle, and end.

How designers portray their conceived
reality to others.
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Letter From lhe Editors:
A Conversation on the theme of Form + Fiction

E@Anna, what are some ofyourmotivations and
aspirations for The Publication?

E@E@ Volume 36 of The Student Publicationhas a unique
point of view because it is the fust time a class has been devoted to
developing the publication for an entire year. As an editor, I wanted
to spend this time creating as interesting a publication as possible.
TSP has a legacy in the College of Design, but if you ask students,
they don't know what The Publication is or how to get involved. My
goal this year is to change that; to revitalize the first university pub-
lication curated solely by students. In order to get students excited
about Volume 36, we attempted to come up with a theme that was

provocative and relevant to both students and professionals, while
also celebrating the College of Design and North Carolina State

Universiry. I believe thatForm + Fiction fulfills all of those goals

through its discussion on the evolving role ofthe individual and
designer within society.

[f,! Michael, how did you become involve d,wrthThe Publication
and why was the theme of Volume 36 important to you?

[$ t *"r asked to be an editor of The Publicatio,l as an outsider to
the class. For me, it was really important to try to develop a theme
that would set the stage for future publications. Since TSP is the
academic publication for the College of Design, I thought it vital
to situate the designer in the publication. Form + Fiction: The role
of design and designers in shaping, framing and reflecting reality
does this. The theme is important because it subtly and implicitly
addresses where design is going. At the end of the zoth century,
there was a transition from a positivist approach to design-where
truth is absolute and designers reveal it-to the acknowledgment
that there are many interpretations of reality. Through the theme
Form + Fiction,we pick up on this shift to continue the conversa-

tion about the role(s) of designers today and into the future.

l[$Wn"t *"re some of the processes that went into the develop-
ment of The Publication within the class setting?

f@Aft.r -"ny, many class discussions on the future of our
world, our team shifted the thought to who the designer was in
the past, who they are right now, and who they are becoming.
With technological abilities steadily increasing, our society is

shifting, and designers need to keep up. The designer's role is
changing to that of someone who dreams of a fictional reality and
makes it happen, which influences what the user sees as their own
version of reality. We found this thought intriguing and wanted to
find out what people had to say about it, leading to Form + Fiction.

[f! Uichael, why is The Publicationimportant to you?

fill Vo" can always tell when people are engaged in what they are

doing. It emanates in such a way that it gets you excited, entic-
ing you join in and contribute. This excitement can then grow,
instigating new and experimental ways of working together. As
momentum continues to build it becomes possible to envision
a new tomorrow. The Student Publication has the potential to
take up this mantle, actively participating within its community.
This role has the ability to activate students, professors, and any
others who would like to participate, in such a way that our inten-
tions become plain, our assumptions are exposed, and we open
ourselves up to the transparency needed to build new understand-
ings in the 2rst century. It is my hope as an editor ofVolume 36
that The Publication r,ot only pushes the limits of our knowledge
and explores timely topics, but also reaches out to grab you [the
reader] to imbue a sense ofpossibility. It is an invitation to partici-
pate and to be heard.
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Looking Back
The notion oJ the designer
as a constructor oJ a Juture
reality has existeil throughout
history, but the euer-increasing

complexity oJ our world
begs Jor renewed uigor in its
ev aluation. Looking Back
highligh* ilesigners who are

conuersing with the past and
speculating on the future,
creating new realities through

different scopes and mediums.

From Marc Russo's illustrated
essay exploring the process of
storytelling and the illusion of
life created through stories, to
Roger Manley's curation oJ the
Art Without Artists exhibit,
LookingBack explores a
uariety of insights into how
designers ercplore the past as

they seek to shape the future.

AUGUSTTURAK TheHousetheRabbiBuilt 10_13
ROGERMANLEY Atrtnterfiew L4_L9
MARC RUSSO FitdingStory Through Character 20 _27
MARTHASCOTFORD ABfiefOveruiewo-fFuturism 28 33
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The House the Rabbi Built
august turak

Rabbi, fabled for his wisdom, was approached by a young
man eager to become his student. The Rabbi repeatedly

rejected the young man, dismissively suggesting that he

return when he was older and wiser. But the young man insisted

that he had mastered logic and all the branches of worldly knowl-
edge, and was therefore worthy of the wisdom of the Divine.
Relentingr the Rabbi said that if the young man could unravel a

riddle he would accept him as a student.

"Two men slide down the chimney of a peasantt hut
together. When they get to the bottom, onet face is covered

with soot while the other is clean. Who goes to wash?"
"Obviously the face covered with soot," the young man said.
"Don't be ridiculousl" The Rabbi retorted. "The one covered

in soot sees a clean face while the other, peering into a dirty
face, assumes his face must be sooty as well. The clean face

is washed."

The Rabbi turned to leave, but the young man pleaded for
another chance until the Rabbi finally agreed.

"Two men slide down a chimney together. One face is

covered with soot while the other is clean. Who washes?"
"The one with a clean facel'
"How can you be so slow witted?" shouted the Rabbi. "The

man covered in soot can see it on his hands, smell it in his

nose, and taste it on his lips. Of course he goes to wash."

Again the Rabbi turned, again the young man pleaded, and

the Rabbi recounted the exact same riddle one last time.
"They both wash," the young man cried triumphantly.
"Your taste for stupidity is bottomless," said the Rabbi, sadly

shaking his head. "Where is the chimney perched on a peas-

antb hut large enough to accommodate two grown men?

On the face of it, the whole problem is clearly non-existent.

It is that face as well as your own that must be cleanedl'

A

And with that he walked away.
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August Turak is a contributor
to F orb es.co m, cov ering the

complexities of good andbad
le adership in to day's b usiness

worlil. Turak also tratels
the w orld giving lectures

and prouidingbusiness
consultation.

FURTHER RTADING:

Low, Albert. The lron Cow oJ Zen

Vermont: Tuttle Publishing, rego

Turak, August. Business Seerets of the
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Such paradoxical stories permeate the mystical literature of all
the great religious traditions, from the enigmatic koans of Zen to
Platot dialogu e the Parmenides, and the 6rst time I read one back
in college I was hooked. On one level they don't make sense, but
on another they make so much sense that my head hurts. They
suggest an infuriating insight into thinking itself: an insight that is
just as profound as it is confounding.

My own "Rabbi," Louis R. Mobley, the founder of IBM's fabled
executive school, insisted that successful leaders don t know
different things. They think in utterly different ways. All thinking
is not alike. All the skills and knowledge in the world will not
make a successfirl entrepreneur of a man who thinks the furure
is perpetually half empty.

Very few ofus stop to consider that thinking itselfhas been
through a long evolutionary process. As the Rabbi points out,
there are actually four kinds ofthinkingr and every great designer
must master all four.

l: Magical fitinking
Magical thinking reigned supreme before the dawn of science,

and is usually associated with a superstitious reliance on the
stars, luck, grace, signs, coincidence, karma, omens, destiny, or
God's will.

But magical thinking is more than superstition. Creativity and
innovation rely on the magical ability to envision an alternate
reality not yet born. Movies depend on the magic of our "willing
suspension of disbelief" as we cry real tears at some fictitious
sorrow superimposed on a big blank screen. Empathy, compas-
sion, and love would be impossible if we could not magically
place ourselves in anothert shoes. Art produces something called
beauty that is much more than a mass of pigments on a canyas.

1.2

And where would science be without its magical thought experi-
ments like Einstein imagining himself riding on a light beam,

taking in the view? When the Rabbi reminds the young man that
his riddle relies on an impossible premise he is warning against an

over-reliance on magical thinking.

lI: ModernThinking
Modern thinking is the enlightenment thinking that ended the
DarkAges and ushered in Newtonian science. Modern thinking
thinks that the truth is objective and knowable. Modern think-
ers look at the world through the lens of either/or, right/wrong,
good/bad. They live in a billiard ball universe governed by cause

and effect, and its true believers think that the "important" things
in life are matters of principle, not of taste.

Modern thinking is macro, top-down, and outside-in. tn politics,
modern thinking assumes that if we want to change people we
must first change the environment. Every attempt at macro'tocial
engineering" is an example of modern thinking. It lies at the heart
of Karl Marxt famous dictum that "being determines conscious-
ness" (i.e. economics determines individual psychology) as well
as the stimulus/response deterministic psychology of B.F. Skinner
and Pavlovt dog. Modern thinking is the masculine principle of
left brain Aristotelian logic, where A and -A are always and every-
where mutually exclusive.

When the young man jumps to the conclusion that either the
sooty face or the clean face will exclusively be washed he is

betraying an overreliance on modern thinking.

lll: Postmodern
Postmodern thinking insists that truth is "relative," and owes its
genesis to Einsteint Theory of Relativity. If modern thinking
emphasizes either/or objectivity, postmodern thinking argues
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On the lace of it, the whole problem b clearly

nori€xistent lt b that face as well as yorrr own that

must be cleaned. And with Urat he walked away.



for the both/and of subjectivity. Modern thinking looks for the

objective exclusivity ofA and -A, while postmodern values the
inclusiveness of "diversity."

Postmodern thinking privileges opinion over principle and
in extreme cases may question the very existence of things
like "truth" and "facts." Hamlet's remark that "there is nothing
either good or bad, but thinking makes it so" is a prototypi-
cal example of postmodern thinking. When modernity insists
that important things are matters of principle, postmodernity
replies that the most important principle of all, truth, is merely
a matter of opinion.

Postmodern business thinking emphasizes culrure rather than
impersonal, bureaucratic, and scientifically inspired management
systems. We see it in the transition away from rules and policies
toward a reliance on the bottom-up, inside-out, unifying power
of mission and purpose. Postmodern thinking values people, cus-

tomers, and corporate responsibility over the impersonal metrics
of the bottom line.

When the young man thinks that by having both the clean man
and the sooty man wash he will finally satisfy the Rabbi, he is

thinking in a postmodern way.

IV : P ara do xical Thinking
The fourth type of thinking is the ancient yet emergent

paradoxical thinking. Paradoxical thinking is found in ancient
philosophical and religious texts like Zen Buddhism or Platot
Parmenides. T.S. Eliott famous poem Four Qnrtets echoes the

Christian mystic, St.John of the Cross, with lines like these:

ln order to arriue at what you do not know
You must go by a way which is the way of ignorance.

ln order to possess what you do not possess

You must go by the way of dispossession.

ln order to arrite at what you are not

You must go through the way in which you are not.

And what you do not know is the only thingyou know

And what you own is what you do not own

And where you are is where you are not.

Dismissed or derided for centuries by the Western scientific tradi-
tion, it is ironic that paradoxical thinking is emergent precisely

because science has been forced to turn to things like Hawkingt

Paradox to deal with the apparent contradictory nature ofthe
universe. As the famous scientist Sir Arthur Eddington said, "Not
only is the universe stranger than we imagine, it is stranger than
we can imagine." Trying to figure out what happened before the
Big Bang becomes paradoxical because time itself didn t exist
"before" the Big Bang. It's trying to figure out what was going on
before there was a before.

Paradoxical thinkers hold apparent contradictions in tension by
moving among magical, modern, and postmodern thinking as

the situation requires while still being able to act decisively. This
means paradoxical thinkers are open-minded and close-minded
at the same time. The paradox underlying paradoxical thinking is

that its openness is anything but indecisive, passionless, or lacking
in principled convictions.

The pervasiveness of paradoxical thinking is exemplified in the
happiness paradox, which lies at the heart ofsuccessftrl life. The
happiness paradox states that the more we strive to attain hap-
piness, the less happy we become, and the more we focus on
something bigger than ourselves, the happier we get.

All four types of thinking are essential. When the Rabbi reminds
his would-be student that the man with the clean face will objec-
tively see a dirty face and therefore wash, he is reminding the
young man of the importance of modern objective thinking.
When he argues that the sooty man will eventually figure it out
on his own, he is doing the same for postmodern subjectivity.
When he tells the young man that the whole riddle relies on an

impossible situation, he is warning him against the danger of
magical thinking.

But since riddles and thought experiments rely on imagining
impossible realities, by choosing a riddle in the 6rst place, the
Rabbi is paradoxically introducing the young man to the value

of magical thinking as well.

But when he finally admonishes the young man to first clean his
own face, he is pointing to the real answer to his riddle and the
riddle of life. Paradoxically, the only way the young man can gain
the wisdom he seeks is by ridding himself of the selfish motiva-
tions that inspired him to arrogantly approach the Rabbi in the

first place, loudly proclaiming his qualifications. Humility and
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An lnterview With Roger Manley
anna bailer

very art museum must be selective about what it col-

lects, since itt obviously impossible to preserve or display

examples of everything. The collecting process inevitably
focuses on acquiring objects that are the rarest or most

representative, the most beautiful, the most well-made and the

most valuable, as far as it is within the means of the institution or

its donors to do so. With luck and perseverance, the results can be

impressive but also, to many visitors, often a bit daunting. After a

few hours spent surrounded by masterpieces and confronted with
major achievements, they may go home thinking of art only as

something made by geniuses or highly trained masters and only to

be admired in a pristine setting under special circumstances.

The Gregg Museum of Art & Design, sited at a land grant

university like NC State, ofers a good place to question this

assumption, since it's no great leap from the land grant idea-
that almost everyone can become more useful and better citizens

if they are afforded an opportunity to get a higher education-to
the concept behind the exhibition Arf Without Artist* that
almost anything can be enjoyed as art, and indeed become art, if
given an opportunity to be appreciated as such.

The emphasis on geniuses and masters is already downplayed

at museums like the Gregg where, besides the paintings and

sculptures, the vast majorify of things in its collection-textiles,
garments, ceramics, photography, furniture, metal, wood, glass,

design objects, self-taught art, and tribal and ethnographic arti-

facts-are by anonymous or unknown makers. Moreover, most

of them were originally slated for uses far removed from being

displayed in a gallery. The Greggt clothing and textiles were by
and large meant to be worn, or draped over surfaces; the ceram-

ics were once intended to hold liquids or accompany meals; the

furniture was meant to be sat-on or worked-at; most of the tribal
objects were made to ensure survival by aiding with food

production or invoking the gods.

15
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Roger Manley is the Director
oJ the GreggMuseum oJ

Art & Design atNCSU.
The Gregg's exhibition, Art
Without Artists, raises

prov ocatiu e questions about
the criteria that makes an

object art. Roger responds to

this question and gives insight
into how the curatorial process

shapes experience.



Now installed in a new context (a museum), they've already been
re-purposed as objects intended to educate, inspire, entertain,
and delight anyone who pauses to look at them. This is scarcely
different from asking the same thing of the rocks, snapshots,
farm implements, industrial artifacts and other objects that guest
curatorJohn Foster has gathered for ArtWithout Artists.Ideally,
after viewing them the alert and perceptive visitor may discover
that the world outside the gallery seems to offer more frequent
opporfunities to experience art, too.

- ForewordJrom the Exhibition CatalogJor ArtWithout Artists

Interview:

In identifying objects that were appropriate for the show, my
main criteria was that things had to be capable of what we
call "flipping"-where they could look like something at one
moment and look like something else the next. This is what
the Chinese were doing with their old rocks and it's also what
happens when you look at a model train layout. If a person is
engaging with that train layout, they sort of envision it as being
real and they sink into it. This is what the Chinese were doing
thousands ofyears ago with their stones. They could see a stone
just as a rock or it could look like a 6sh jumping out of water
or flames, or a landscape with caves, and things like that. They
crossed boundaries. So that was sort of the main criteria for me.

16
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I think thatt what Duchamp was doing with things like this
bottle rack. To a French person whot used to seeing these, itt the

equivalent of a dish rack-a very ordinary object that every bar in
France had where people would rinse out their beer bottles, drain
them, and reuse them. But, by putting it on a pedestal, people sud-

denly realized that they could look at it in a different way. When I
was looking at stuff, it had to fit the "rules" or criteria of the show.

It couldn't actually be art-or if it were art, it would have to be

art like the Abraham Lincoln portrait included in the show. It
was sort of factory made art-they made thousands of them for
schools all over the country and someone would paint the eye-

brows and someone would paint the nostrils. It was an assembly

line productionr painted very quickly and cracked later-they
didn t wait for anything to dry. So any object in the exhibition
could not be real art and had to be capable ofbeing seen as an

art object, meaning that it was something we aren t familiar with.
An example of this is the barbed wire fence post; a lot of people

haven't been around farms in Kansas, but by flipping the post over

and putting it on a pedestal, it becomes a piece of art.

ln picturing each object for the show, I had to consider ifit could
work as a piece of art if you treated it like one. This was Duchamp's
realization with the airplane propeller when he thought, "Wow,

that kind of looks like a piece of art."

ls there a piece that is most surprising or interesting
to you?

The pigs. It's an example ofwhere you start to notice things
and when put in a group, they take on a new meaning. Theret a

German couple, Bernd and Hilla Becher, who photograph things
like water towers and apartment buildings. In their photographs,

they're careful to shoot everything in the same way so, for
example, you would see a collection ofwater towers all the same

size and start to realize their "water tower-ness"-the essential

thing that makes a water tower a water tower. At the same time,
you start to realize individual stylistic differences that are really
cool. This sort of thing also comes into playwith the mug shots.

So the first phase involved collecting all ofthe objects for the
exhibition. The second phase-the hard one-was sequencing it.
It was a real brainteaser and where the art of curating came in.

Sometimes I tell students, "lfyou have ten playing cards and lay

them on a table and all you do is put them in diflerent arrange-
ments, there are almost 4 million different ways you can arrange

them. When you have this many objects and each object squares

the number of things you can do, itt like the number of atoms in
the universe of ways to arrange them." And thatt just sequenc-

ing-itt not even how high offthe ground or how far apart they
are, itt just their order. So you start to look for systems that you
can use to simplify your job, otherwise you d go nuts. Generally
when you do a show like this you go nuts for the first few days. I
start offby trying to create groupings of things-things that seem

to go together. For example, the mug shot pictures go together
and also go with the hats because none of the guys in the mug
shots are wearing hats. Also, they contain a similar number of
objects. The mug shots are about crimes and the hats call to mind
Eliot Ness and gangsters-it looks like evidence of something on
somewhat of a subliminal level.

We started by thinkingr "What goes with this quilt?" Often you
start with the biggest things, just like packing the trunk of a car.

You figure out what the "big" things will be (like the tall piano
roll or the bulletin boards) so you don't put them all on one wall
and then determine where they are going to look the best. Then
you think, "What goes with that quilt?" The basket on the left
creates a grid paftern and so we thought, "Well okay, that might
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work there," then this game board could go with it as an object.
The game board has circles and dots so maybe we could get away
with putting this image of a guy looking through a peephole, and
a couple ofdot-like photographs ofan eclipse. So we have this
dot thing going, then we have these fingerprints that are sort of
like evidence of an eclipse. That led into this idea of a crime. So

we have these things, then we have a crash that looks like a piece

of evidence. Then there is this morticiant mask for practicing
funeral cosmetics-itt very dirty-but itt what undertakers use

to perfect their craft. We have all of these snapshots too, so we
used the ones that look like a crime. The guys in the snapshots
are probably just horsing around, but they look like a crime in
progress. fhere is a photo that Iooks like someone had a falling
out with their family or whose parents got divorced, so they
cut them out of the picture. We followed that with a blind guy
who had his picture taken in a photo booth. So we have these
three things that made it possible to look for something else in
a sequence ofthree (gesturing to the next objects). And they're
round, so we thought we could get away with round things, then
round things on a vertical, then another thing on a vertical. We
have a piano roll with slots in it that made it possible to make
"slots" a theme. Slots are here which leads into pokey things and
on and on. The whole show is put together with a subliminal
structure, and you just play with it. Itt as if you had a bag of
magazine clippings-how could you collage them?

So everything is related to everything else. You don't want the
viewer to notice, and ifyou do it right, the sequences are not
noticeable. Ifyou're doing a good job, your effort disappears. Like
when you hear someone playing the violin, you just want to think
"Otr, what a beautiful thing!" not "Wow, they must have practiced
a long time." Curating is like making a big collage or like tuning
an instrument. Suddenly it sounds good. When you get all of the
objects in their correct place, it just feels right.
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How dld you think about the viewer moving through
the exhlbiP

I split my time between being a filmmaker and being a curator
before I became a director. I think about it in terms of a

sequence-what do they see first when they walk into the room?

Whatt going to attract them to keep going? Which direction do
you want them to go? It's intentional for the big photograph at the

rear to draw people toward it, then the wire cross homemade radio
antenna goes with the photo which goes with the red cross shaped

thing. So you're just trying to move people through in a particular
order, even if they don't always do it. In filmmaking, theret a thing
called the Kuleshov Effect. Kuleshov was a Russian filmmaker in
the rgoos and was one of the early discoverers of film editing. He
experimented with howyou can take different pieces of film, put
them next to each other, and end up with a third meaning. He

did an experiment in which he took a minute's worth of footage
of an actor just staring into the camera-not doing anything,
just looking at the camera. You can see that het alive, but het not
making any expression. Kuleshov took that footage, cut it in half,
and spliced three different things in between. He did this three dif-
ferent times. [n the fust sequence he had the actor, then he used a

plate of food, then he used the actort face again. He showed this to
people and asked them what was happening. They said, "Itt amazing

how that guy could convey the look ofhunger with just his face. You
can tell het anticipating that meall' But theyprojected that all onto
him-his thinking. So the next sequence he took out the food and
spliced in a picture ofa dead baby. Then he showed it to people and
they said, "Oh my god, that guy is overcome with grief, he's stony but
he's trying to hold back his tears." So the same thing-they inter-
preted those feelings for him. In the last sequence, he spliced in a
beautifirl girl and the viewers interpreted that he was overcome with
lust. So Kuleshov discovered and proved that when you put things in

![!]p nirenqhter's Respilator Mask. Arr vjthout Artjsts.
John Foster.
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We played with this idea in the show too. For example, that's an

old railroad crossing sign from the r9zos. Their lights would swing

back and forth, mimicking the crossing guards who would stand

by the train tracks and swing their lanterns to cars. So I thought,
"Okay, we have that sign swinging, and this guywho looks like he's

swinging his Ieg or somethingJ' Theret a play there, sort of a game,

in that even though they're unrelated objects, they work together.

People look at it and think, "cool," but they aren t sure why.

What do you want the viewers lo lean or take away?

I think the main thing is just to be charged up. They might walk
out of here and start to see other things out in the world as more
interesting than they once thought. Thatt a pretty big accomplish-

ment. If you go out and suddenly see three orange traffic cones

and say, "Wow, that sort of looks like art, I never realized how cool
they are" or, "Itt cool how the chewing gum is stuck on the under-

side of the bridge." You don t think of it as a weird thing anymore.

I feel like if you can do that, itb enough. We all go around in a daze

a lot, and we have to-we would go crazy if we tried to notice
everything. We couldn t process all of it. Most of what we see we

have to tune out because there's just too much information in the

world. When you learn a newword, you start to see it everywhere.

Or you hear about a new actor and suddenly everyone is talking
about them. The fact is that everything is happening all of the time
everlwhere, we just filter out most of it.

There was an article in the Nep Yorker magazine titled, "To See

Or Not To See," about an eye operation they had pioneered that
recovered the sight ofseveral blind people who had never seen

before. When theywere coming up with this operation, everyone

was thinkingr "This is going to be a great breakthrough, we're

really going to do wonderfirl things for these poor blind people."

But once they took the bandages off, many ofthe people who had

the operation had nervous breakdowns. They were flooded with
information that they had never learned how to process. When
you're a baby, you're lying in a crib and have a limited viewpoint.
You're looking straight up and have about four or five things to look
at. Over time, as you explore the world, you learn what you need

to know and what you don't need to know. So, early on, we learn

that Momt breast is really important, but the doorknob is not. So

we tune out the doorknob, until we're about three or four when we

stand up and notice the doorknob. But before that, they weren't
there. We gradually build up this mental system that allows us to get

by, just knowing the stuffthat we need to know. But a blind person

who is suddenly able to see doesn t look at a lawn of grass and see a

big green thing that might be fun to have a picnic on. They see every

single blade of grass; everything is a difierent bit of information.
We're here looking at this carpet and see a carpet, and maybe notice
that itt made of separate squares, but we aren't noticing every single

square. But a blind person suddenly able to see sees it all and it
overloads their brain. We go around all of the time walling ourselves

offto things we don t know-we have to-but I'm hoping that the

show will suggest that there are other things out in the world that
you could enjoy, or notice. Ifyou're able to do that, your life gets a

little bit better, and thatt enough. '
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ONCE I FIND
CHARACTERS I
DRAW THEM OVER
ND OVER AGAIN O

THIS IS MY T{AY OF GETTING TO KNOW THEM.



Finding a Story Through Characler:
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marc russo

tory is character, character is story-there is no other way
around it. [n the best stories we sympathize, recognize, and
follow the struggles ofthe central character. The protagonist
is our guide. In this story his name is Saint Francis.

Historically we know St. Francis as a soldier, a beggar, an advocate,
a preacher, a leader, and eventually after his death the patron saint
of animals and the environment. Countless stories and works of art
have been created to commemorate his life. The course of this mant
life is like a well-structured story. There is an inciting incident that
leads him to reject his life as a soldier. There are increasing rising
actions that form his convictions through poverty and service. As a
climax, he tries to put an end to the Crusades. And finally a resolu-
tion, where we see a man who led a life of meaning on his deathbed
surrounded by an order ofmonks.

The text that is obscured in the background ofthe sketches comes
from a meditation commonly called, The Prayer of Saint Francis.
The structure of a story works for more than just Hollywood
movies and great literature. When I read the lines that make up this
meditation I can see the inciting action, the increasing tension, the
climax, and a tragic resolution. There is no doubt that the message
of the meditation makes this a moving and powerful piece. But the
message and the structure are inextricably woven together-the
power comes from both form and content working together. Find
a full version of the text and see ifyou agree with me.

Most of my work is realized through animation, but first and

foremost I think of myselJ as a storyteller. The story does not need

to be kinetic, it can be a series of rough sketches, a single digital
painting, or even a photograph.
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Marc Russo is an Assistant
Professor of Art * Design
at North Carolina State
Uniuersity in the Animation
D epartment and a freelance
designen Through a visual essay,

Russo invites readers into his

fictional worlds, questioning our

Jun d am ent al b eli eJ s and inu iting
us to question them ourselues.

FURTHER RXADING:

Block, Bruce. The Visual Story: Creating

the Visual Structure oJ Film, TV, and

Digital Media. Btrlington: Fossil Press.

zoo7. Print.

McKee, Robert. Story: Substance,

Structure, Style and The Principles oJ

Screenwriting. New York: Reganbooks.
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I find stories in a variety oJ ways. Sometimes I am telling my own storyt

and other times I am helping someone else tell their story.

Communicating a story is hard work, and finding the best way to tell

a story can be tricky business. Sometimes the story starts with an idea

that leads to a story arc. Other times I start with a character.

22
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Once lfind a character I draw them ouer and ouer again-this is rny

way of getting to know them. Sometimes we become Jast friends, and

when we do they reveal their story to me. I met this character in a

sketchbook oJ mine earlier this year.

23

From the first introduction he began to tell me his story. But it was

disjointed and I could never get him to start Jrom the beginning or get

to the end. Most times it was like he was reading to me random lines

Jrom a poem and connecting them to moments in hk liJe.
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A story is a series of euents that unfold in an unpredictable way. They

speak about the uniuersal truth, and they try to teach us something
about our liues.

Often times these lessons are not easy to learn, and the hope is that
through the story we can learn without hauing to make all the

mistakes ourselues.
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St Francis has experienced a lot oJ pain, and he has made a lot
oJmistakes.

But he has tried to make amends Jor those mistakes by helping others

and retellinghis story wheneuer he can, and to whomever will listen.
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I was listening. And euen though it took me a while to hear il I finally
understand that he was tryingto teach me about letting go. I was so

grateJul for this lesson.
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BeJore he left (as wise enigmatic characters unexpectedly often do), St intent oJ the story and the struggle oJ the main character is just the

Francis told me that the greatest giJt I could give him would be to carry first step. Each aspect oJ the story has to add to the larger idea. Each

his message Jorward. Now I need to begin the business oJ craJting that element has to be questioned. Utimately my goal is to tell St Francis'

story Jrom the series of ilgnettes that you see here. (Jnderstanding the story and make my audience feel as though they knew him as I did.
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Martha Scotford is a Professor oJ Graphic Design at North
Carolina State Uniuersity's College of Design. Her research and
writings in design history, with a special emphasis on women

in design andJeminist theory, haue appeared in American
Center for Design Statements, AIGAJournal of Graphic
Design, Print Magazine, Design Issues, Visible Language and
Eye. This articlefirst appeared inVolume 32 as an historical
introduction to the topic oJ that issue, New Futurism.

i5 $peed in a particular di:-ecticn.
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A BRIEF OVERVIEYY OF FUTURISM Martha Scotford

IRONICALLY, WE MUST DO WHAT THE FUTURISTS

RAILED AGAINST: Ioohin g ot ond admiring the post.

BUT ONLY BRIEFLY IN ORDER TO DO BETTER WHAT THEY

DID suPPoRT: loahing forward, celebratingwhat u/os

newly possible , ond creating newforms for new idecs

from new moterials cnd methods.

Futurism rvas framed by the "The Founding and

Ivlanifesto of Futurism,- published on 20 February

1909 on the fronl page of the Paris nervspaper

t* Figaro. tt rvas rwitten by an ltalian, Filippo

i\larinetti, summarizing ideas of a small group of

artists and tryriters. During ttle'heroic'period of

Futurism that lasted until 1920, over 50 manifestos

rrcre published on all art forms (ltrrnaTunE.

CTNE}IA. ARCHITECT'URE' PAINTINC. SCULPTURE'

Musrc, THEATEn, DANcE, resulox) as well as politics

and entertainments. Marinetli would remain the

primary promoter and propagandist, using the mass

communication methods of newsPapers' magazines'

leaflets and flyers to reach thousands in the cultural

capirals o[ EuroPe.
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Thc activities and productions o[ rhc artists
associatcd rvith l..uturisnr r
,er io<l s. l] eforc t he rr;; ;::,?:r*:'i:X ll::.** ",
arvare o[ the forrn and colo
P,st-rnrprcsskr";;, ;;t 

experimmts o[ the

especially t,i.urro, or,,l#lll.i,t,:jjliri:l,*,
thc plr,tographic studies br,,h" A;;:;;; #;:r"A'luybridge and the l:rench
carly cincma .l ccorgcs nr_11'"nn*:Ju,"s 

l\'tarey, rhc

Bruih".r, ,"a ,1" il,',Xi'rrelies 
and the Lumiere

I\4altarrnc 
""d ilr;;.*,,sr 

pocls and arrisrs like

Thc manifcsto defined the firsr authcnric hvontgarde,'a group rvith a shan
arr into polirics and dn,l, l;:.td*ltBy 

going be1'ond

In rhis and subscquenr

;r ;rh:;i; i::,,: : :ij' 
ilT ; ;T:l::;

phorographers, ;**r:::llors' 
architects, poers,

in se_vcrar areas and o,.""l,lt"lt,, 
o[ them worked

,... .j-r,rl 
rhe beginning rhc Futurists rvcre fascinaledby rhe r.isual pro1rcr1ig5 6nl

'*".. nr 
. 

( x,;ffi; ;ff f ;ff*il',,j,1:H;l
ennrrcr a L), by indust rial form, ( espec ra.-..v-Ji;-,

:ffi',ilT:RopLaxes 
), *a uy,L., i1.,"ll"illi;",,

Early Juintings of dogs
speeding cars and lakr .,".l^T.ll"t 

(nar-u11 become

engaged in b.,, H;;;;;;l'"' 
ur',*,ud t.uin.
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and brutal forms that grab and thrust into the space

thev inhabit (soccloNt). ln architecture, visionary

drarvings shorv a'Nerv City with high'rise buildings

including many lerrels for and modes o[ transportation

(serr:clta), as rvell as monumental plans lor por,'er

plants, factories antl apartment buildings (cnr'rrrone)

Among the poets and orher wrilers, the u'ord

pictures, usually collaged or melded into single

experiences through typographic manipulation, sere

examples of concision, s)'nthesis and simultaneitl''

ln the l9l3 manifesto'Destruction of Syntax," in

onother exomple ol their rejection oJ the clossical

post, IUarinetti declared that as curren! life was

accelerated bv science and modern conveniences'

lUord,s in Freedomwould use "condensed metaphors"'

In addition to words, onomatoPoeia and

mathematical symbols u'ould provide the sounds

and signs of modern living. The Futurists were the

first to produce literature to be seen and heard from

thc pagc, especially the sounds of w'ar (ruanrnerrt)'

Others created more playful compositions wherc

letterforms created architectural spaces and became

animated figures (ca.-curt.r-o)' The musicians rvould

carry the u* of sound away from harmonf into'noise'

(aussolo).

As the l9c invention of photography developed

as an art [orm, it also became an instrument of

scientific stud.v of mot'ement as selt as a moving form

itsclf. Both the science and thc art ofphotography

tvere laken up by the Futur'ists to creatc still and

moving i.ug"s of .butract and expressionist forms

(nnncaclte).

Their glorification o[ rvar in 1909 becamc a

,.ulity fir"lears later. Thc Futurists rvere willingly

.lrur,'r, ;n,oih"'cleansing' First World War and its

nerl'use of tanks and planes' In thg rtar thel'lost

ts'o principals: the architecr Antonio Sant'Elia and

the artist Umberro Boccioni' The movement's most

pure and innovatire u'ork u'as done during the nar

y"or, 
"nd 

much of it related to that subjcct' After

1920, rhe second period rvas less invcntive' morc

politically engaged, and headed in the 1930s int<r

a more decorative phase. Several bcgan applying

tlre lrrrnrs to practical objects likc furnishings, toys

and lashion (aalue eNo oueono) arrd commercial

promotions and advertising (oenrno).

IN THE PRESENT, ].IECESSARILY SEPARATING OUT THE

POLITICS AND IGNORING MANY OF THE SOCIAL VIEWS

(ursocvNrsrrc), we crN menEcrArE r{E FUruRrsrs

FOR THEIN S€RIOUS AND ALL'EMARACING RETHINKING

OF WHAT IT MEANS TO LIVE IN A WORLD OF SCIENCE

AHD INDUSTRY.

'l'he futurists u'ould inspire scveral other

contemporaneous ava nl garde groups. I)udo isl s

in the Netherlands and Cermany picked up on

tlrcir breaking of grarnmatical vcrbal syntax (as

thc Cubists had done rvlth visual rcprcscntational

syntax) and thc usc o[ collage to creatc their orvn

word pictures and visual poetry of sound, sonrc ol'

it rvith vastly different political meanings. During

the 1,ears of the Revolution, Russion Cubo-Fulurists

combirred thc lragmcnted lorms of nrultiple

vicrvpoints and words in their paintings, and 1>octs

rvrote using all available symbols. During thc early

Soviet period, Cbnstructivisls rcturne'd to gcomctrv

and absu:rct fornrs and synrbols for a purity of vision

as ucll as a search ftrr a unirersal visual languagc.

The hornbastic 'lol<rlity'of the Futurists

often ag,gressirr vhrvs, combined with on oncl o[t
ossociotions u,ith Foscism ond Mussolini thol

continued thmugh the I930s, tainted the movement

and created a certain disdain and distance in the art

historical *'orld for several decadcs. It rvas not until

a critical e{Tort resulting in a huge encompassing

r986 exhibition in Venice, that it was possible to

separate their artistic vision from the political and

rehabilitate the Futurists for the future.
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They were engaged with the primary issues and events
of their time. They took on a[ of \^/estern curtural
tradition and said it no longer v'orked. Through the
multiple manifestos they skted (not alrvays clearly or
concisely) what they believed, and then they made
work that followed these principles.

:::: ]/TRE 
ACTIVE IN ALL AREAS OF ART AND DESIGN;

THEY TOOK SCIENTIFIC KNOWLEDGE AND INVENTION ANDTHE PRODUCTS OF M.DERN, I\{ECHANICAT TECHN.L'GYro BE THErR suBJEcTs AND THErR *urnJor.

They worked ocross disiiplines, in all ovoi lable medio,in oll hnown dimensiohs-

UARTHA SCOTFORO PROFESSOR OF GRAPHIC DESIGN ANVER ITY

WOMEN IN OESIGN AND FEMINIST
oEsrGN, pR,NT MAGAZtNa, oar,o"
A L'FE OF OESIGN.

DESI N. HER
O OIRECTOR OF INTERNATIONAL PROGRAMS AT NC

FOCUS es ot oeSIGN HIS rOnV WtrX aN EMPHASIS ONTHEORY. HER WRITINGS HAV€ APPEAR€D IN THE AT GA JOURNAL OF 6RAPH'C,5SuES, vlsrgle LANGUAGE, AND EYE. SHE 15 THE AUTHOR OF CIPE PINELES;

Tlils [ss^l HAS I]ELN lNrOSrt[D
uacANrz[D ar po.\rus rur.r.r^,"tt'"t 

ttoLLEc]ED &EsE^tlclr For

ru,Lrsr*io l,y.rrr rttusru* ,, .:::::" "*^""" '";;:',;;,:""'t 

'I:ur'ir;lr() li l'r rrHt*tt" ItrL (rAr^r'('fiu. I:oB Ali Lrrtrrrllror

'D,,LDByAN,if,,,o,,o,*,,^n**l',1,i'"'Jlm,X;l:HJ*::'..."',, ill':,.i:l:li'-::'::;j;:m,:j:::.,
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They were also seriously pl"yful.
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In the Now

NIC RADER Anlntertiew 35-43
DANNYSTILLION IDEO andHumanCenteredDesign 44-47
STEPHENKILLIAN BetweentheGap 48-51
STLASMUNRO AltereilEgot 52-57
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As our worldbecomes more

complex and an increasing

number of people and entities

are engaged with design, the

role of the designer is shifting

Jrom that of the drawer of o

plan to a planner. Through this
pl anning pr o ces s, de s igner s

are alteringtheir own realities
and are becoming more

aware oJ their inJluence in
shaping external realities. As

designers, a vital conuersation

is emergingthat explores how
we can shape reality through
our capacity to enuision new

futures. From Nic Rader's
discussion about the design of
the James B. Hunt Library to

Silas Munro's speculation on

the Juture through imagined
personas, [n the Now3feafrres
ilesigners reflecting on how
the workwe are doingtoday
shapes and frames the realities
ol tomorrow.
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Rader workeil on the recently

completeil Hunt Library located

on N C State's Centennial
Campus. The library integrates

technology with user centered

design and changes the

ilefinition of what alibrary
is and how it is useil, Using
examplesfrom the Hunt
Library, Rader discusses the role

of design and architecture as

Jorces for future thinking.
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An Interview With Nic Rader
jennifer peeler
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hesubliUe otVolume 36 b:The rote of desagn and
desBners in "Shap!p, Framlng and RenediB Reality."
Do you [thk of yu.'rself and yrur work as sfrapirg,
framing or reflecting redffi How would yo.l describe

the differences between lhe three?

Our work as architects is primarily shaping realiry or perhaps

more accurately, facilitating reality. In order to do sq we first
must reflect on our audiences' condition in both the past and the

present to better understand what values demand improvement.
With this understanding, we can create frames or scenarios of
our ideas and new conditions which we can test throughout the
design process. The culmination of this testing is a physical con-

struction that ultimately facilitates peoplet reality through specific

interactions, discoveries or simply the provision ofnecessity.

At an overly simplistic level of thought, you may equate these

three things to the three tenses: Shaping=Juture.
Framing = present. ReJlecting = past.

ln des(1n today, we talk a lot about user experbnce and
user-centered dei1n.l'low do you hink hat relates to how
despn aflects r€ality? What b the role of techmlogy in the
shaping of reality (or despn realityP Has urc itea ol rcality
shined as a result of it" and what implication does fpt have
regardip he purpme artd roleof depn?

Instinctively, people use this type ofquestion to talk about things
like mass-customization and the individual, but really well-
thought-out user experience and user-centered design should be

more about the collective. Tailoring something to the individual
can open up a new awareness, discovery, or education oftheir
surrounding physical, cultural, emotional, or intellectual context
and overcome superficial personal aesthetics or functional
preferences. The ability for design to reach new depths ofuser
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specificity gives it the power to affect collective reality more than
it ever has before. Rather than using this opportunity to introvert
the user, focus on the extroversion ofthe user has the power to
expand thinking and perspectives.

Technology becomes the platform for this extroversion-it is

dynamic and interactive, encouraging adaptation by the user on
a daily basis. The device and/or GUI is outdated by the time it is
widely used, but its real role is the change in thinkingr process, or
accessibility that it creates. It shapes our reality by forcing us to
confront the fact that life is not static.

The idea of reality has expanded and become more complex as a

result of technology that highlights design's roles of simplification
and clarification. [n the creation ofnew technology, the design
process is the maior editor of the end product, be it a device,

software, interface or synthesis of all three. When done success-

firlly, what results from this distillation is a focused technology
that reveals and catalogs a new spectrum ofdata in our current
reality that can modify our future reality in the next iteration or
(in the case of an adaptable technology) even in real time. The
discovery ofthis new data is also the new frontier ofcontempo-
rary society. Designt purpose does not change as a result, but it
becomes increasingly more important in order to help navigate
the exponentially expanding catalog ofdata and experiences.

l.low does [p Htnt Lbrary reprcsent Snohettas philosqhy?

Two main philosophies of Snohetta are that everyone has an equal
voice and decision making by consensus building. Often times,
this is more difficult than a straightforward hierarchical system,

but we strive for it as best we can. TheJames B. HuntJr. Library
exemplifies these philosophies by giving the users an opportu-
nity to find or even create their own experience. Students now
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El!!$!lt thinkSnohetta
really made an effort to create

many different types of spaces

that can be adapted to in&vid-
ual studentt wants and needs,

aside from simplyplacing
furniture and movable white
boards around the building.
There are several open study
areas on various levels ofthe
library that provide students

with different environments.

Some are more spacious with
large tables for group study
while others are more private
with individual desks and par-

titions. It really gives students

the ability to control their
environment and forces them
to become more aware of their
physical context.

[l@[t*"sabletogoon
a tour of the library when it
opened, and they referred to
the various spaces as "neigh-

borhood communitiesi' I think
it is interesting how a Iot of
these spaces are not defined by
walls, but rather by the seating
and moveable furniture. They
also mentioned that there are

7s diflerent chairs in the library
all chosen for a specific reason,

that serve to create different
spaces within a larger space.

Something else I found inter-
esting when I went on the tour
is that when you sign up for a
study room, you doilt sign up
for a specific room but rather
by what you need the room for.
You will then be assigned to a
room that best 6ts your needs,

both spatially and techno-
logically. This is just one more
example of how the library is

flexible and caters to students'
specific needs.

?he Huht Petspective. Nghia "Andy" Traf,.

J
As a complement to the interview wih Nb Rader in
which he discusses the design ol me James B. Hunt
Library three graduate students in The Schoolof
Architecture ventured over to he lhrary to discuss heir
thoughts and feelings about the environment created in
the various spaces of the building.
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have unprecedented opportunities to modify their space to meet

their needs, whether itt physically moving walls or furniture or
digitally creating and displaying content. [n the Teaching and

Visualizations Lab on the 4th Floor the ceiling is equipped with a

pipe grid, similar to that of a theatre, to allow for the moving and

addition/removal ofprojectors, lighting, sensors and other yet-

to-be-conceived-of technologies for students to experiment with.
In addition to this technological flexibility, below the pipe grid
there is a track system with moveable wall panels so students can

physically reconfigure the space. All surfaces, except the ceiling,
of the room are white to maximize proiection surface. Other
examples are the Immersion Theatre at the entry to the Library
on the znd Floor where a curved wall of Micro-tiles wraps around
the audience for an lmax-like experience, or the 3D printing lab

where students can make their digital creations tangible. Even if
a student has no interest in these new opportunities, there is a

lengthy list of different types ofspaces that they can explore and
determine what is best suited for their purpose. The challenge we

had was designing a space that was this variable and flexible but
still had an iconic and powerful design.

The variety of opportunities and experiences in theJames B. Hunt

Jr. Library opens up students to a new way of thinking, by giving
them control over their environment and by extension, their
Iearning. This is an experience not really seen anywhere else-on
N.C. State Universityt campus or anywhere in the country. Our
aim was to show that it is possible to break out of the norm and

create something truly unique and innovative in a traditional
context, creating a sense ofworth and inspiration for realizing
something typically thought of as impossible. This ultimately was

the mission of the project and the result of a tightly knit group
of collaborators: the client, the end-users, the design team, and

the construction team. The process of design and construction
itself was unique and an attempt to think about the design process

IEEEI r" t is interview, Nic
talks about how shaping can be

equated to the future, framing to
the present, and reflecting to the

past. I think this concept can be

applied to the library itself, and

is particularly on displayhere
(referringto the Quiet Reading

Room on the znd Floor).
This environment seems to
be harkening back to that of
a more traditional library,

with books, tables and chairs

that are identifiable with an

older time. Itt as though they
intended the user to reflect on
the past while being immersed

in a distinctly modem building
that is looking to and shaping

the future. You e4perience

this even while sitting in one
of the group study rooms that
overlooks the reading room.
Though you are physically in a

distinctly diferent space, you
are looking down on the more
traditional library and reflest-

ing on the past. I reallylike this
juxtaposition and how these

rooms open up to that, forcing
the user to become more aware

of their surroundings.

[l (Referencing the Nextgen
Learning Commons on the

3rd Floor) This appears to be

the space that is most adapt-

able. I believe it is supposed

to be a reading lounge, but it
seems very casual and intimate.
There are a variety ofspaces

defined by the diferent types

of seating-high tables with
stools, desks, and cubicles with
partitions for more privacy. Itt
as though they have created

microenvironments within a

larger environment. When I
have been here during busier
hours, this seems to be the
space that fills up the most.
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Doyou Erhk thel-brary hasucceededh
htegrahg techmlogy and space? DU des$gni€
W albrary wiUrout shelves clrange he way you
hhkof a'lWary?

The reality of this question is yet to be seen. While the design

team successfully met or exceeded the physical infrastructural
reguirements of technology by today's standards, the success-

ful integration oftechnology, space, and experience is up to the
students and NCSU. Knowing the students of NCSU, I am confi-
dent they will continue to challenge the boundaries of their new
technology-I just hope I have the opportunity to experience it.

Being a relatively young design professional, the notion of a

modern librarywas already changing by the time I received my
Mastert degree. It did not necessarily change the way I think of
a library but it did allow me the time to refine my understand-

ing and thinking of it in its current use. Libraries have constantly
changed in the past several centuries, and much like everything
else, they are simply changing at an accelerated pace now.

El Nt. talks about the role
that technology played in the

design and user experience

of the library, and I think
this is something incredibly
apparent in every space here,

Like this screen, for example,

you simply have to touch for
assistance and a staffmember
will come find you-it's almost

like being in an Apple Store.

The library doesn t really
have a main circulation desk

or central hub, so the user is

almost forced to interact
with technology.

llfl Even to check out a book,
which is perhaps the most
basic, fundamental reason

to be in a library, you must
interact with technology. All of
the books are housed in what
they call the "bookBot" which
is basically a robot that stores,

catalogs, and retrieves books
in a matter of seconds. Unlike
a rypical library that organizes

books on shelves in a specific

order, the bookBot stores

books in bins, organizing them
based on how often they are

checked out. Sq for example,

a book that is frequently used

will be placed towards the front
ofthe storage room so the
robot does not have to travel

as far, making it an incredibly
efficient system.
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The Hunt Perspective. Ngh.ia',Andy" Tran.
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differently through the design team selection process, the explora-
tion of aspirations of the end-users, the comprehensive inclusion
of all parties in the design development, the advanced technology
used by the design team to work together remotely, the advanced
technology used by the construction team to reduce schedule,

cost and streamline work-flow, not to mention the trust neces-

sary for all people involved in this untested process. AII ofthese
ingredients mixed together to create what is now the library from
a process and architectural standpoint I could not have imagined
a better result. Hopefully, the students will agree with regards to
how it can be used and how it functions.



As a des(7ner, do you feel oblipted to shift the viewers
r€lity inaspecihc way? How woulcl yor describe he
knplications of thb? b it inkinsb to he despn prccess,
to the necssity of design or just an outcome ol the
crealive process?

It is my responsibility to allow for the improvement of a viewer's

reality. It is a dangerous idea to assume my designs should shift
reality in a particular way because then the assumption is that
my reality takes precedent over others. The best case scenario is

to create a design that allows for a new thought or experience for
the viewer ofwhich they can evaluate and process as is appropri-
ate for them. The newness is key here, because whether or not
the discovery is positive or negative does not take away from the
expansion ofthought.

In order for design to stay relevant, it is imperative that it
improves the viewert reality. Without this, the alternative
is stasis or dissension. Stasis is not possible because ofthe
dynamic nature of reality and dissension means adverse
affects on our audiencet lives.

[!aoa yoo can see it! There

is a window on the ground
floor that allows you to see the

robot while itt working. I think
there are nine in the United
States, but this is the only one

that can be seen by the public.
Most of these systems are used

by large corporations for filing
purposes, but by installing it in
The Hunt Library instead of a

standard shelving systerrl they
were able to reduce +o% of the
buildingt footprint. I think
that the use ofthis system and

its transparency to the user

strengthen Nict idea about
"breaking out of the norm"
and'treating inspiration for
realizing something typically
thought of as impossible."

lll I agree that the bookBot
and other technologies in Hunt
Library are pretty interesting
and make the building a show-

case for modern technology.

To that end, it seems as though
the building has become more
ofa tourist attraction than an

actual library. I think partly
this is because it is so new, and

I'm sure this will change over

time, but right nowit seems as

though it is in conflict with the

intended use. The newness of
it will only last for so long, and

the real test ofhow this library
responds to the environment
might onlybe able to be seen

in 3o or 4o years. This could be

the nature ofdesign in general

today and itt a great challenge

for us to consider how that
shapes our roles as designers.
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Special thanks to Chelsea, Xander, and Holland Jor their eualuation

oJ Hunt Library. Thanks also to Nghia'Andy" Tran and professors

Santiago Piedrafita and Pinar CeyhanJor the Hunt Perspectiues

visual essays. You canJind more uisual essays oJ the Hunt Library
experience Jrom the College oJ Design's sophomore graphic design

studio online at: deu.design.ncsu.edu/ student-publication.
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@ The Hunt perspective- Ngh.ia ,,Andy., Tran.
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The besl case scenario is to create a design thal
allows for a new thought or experience for the
viewer of which they can evaluate and process
as is appropriate lot them. - Nicolas Rader
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IDEO and Human Centered Design
danny stillion

ur work at IDEO deeply involves the shaping, framing and
reflecting of realify. We believe that shaping reality is manifest
in much of the work we do. For example, our design work is
shaping the way folks are protected as consumers and will aid

many as they enroll for health insurance moving forward. We shape
interactions for contexts as diverse as operating room procedures
and new learning environments for children. Our environment
work has shaped how students experience spaces at universities and
how wounded warriors returning home from duty are empow-
ered through creating new tfpes of thoughtfully designed homes.
Framing reality happens through our human-centered design work.
It takes place in a variety ofhuman-centered research approaches
we apply on projects carried out at IDEO. Recently, framing
reality has even been happening online through forums such as

our OpenIDEO offering. Q:estions and challenges addressing

everything from, "How might we inspire and enable communi-
ties to take more initiative in making their local environments
better?" tg "How might we better connect food production and
consumption?" are framed up for contribution from a wide aud!
ence through OpenIDEO s innovation phases. Finally, reflecting
reality is something that our work has always entailed as we strive
to consider three key lenses ofinnovation in all our work. fhese
lenses include a business lens that explores what is viable from
an economic perspective, a technology lens that explores what is
feasible in terms of technological innovation and a desirability lens
that considers peoplet needs and aspirations.

As a broader section of humanity experiences both high-end and
insight-driven design for emerging markets, design sensibilities
are increasing. Consumers and those shepherding brands are

becoming more aware of the value of human-centered design. This
potentially will lead to a "virtuous cycle" in which society, through
becoming more aware of the value of design and requiring it in
goods and services, benefits increasingly from design excellence.

As a result of valuing design, consumers are willing to pay more

Danny Stillion is aDesign
Director and Associate

Partner at IDEO, a global
design firm. Here Stillion
discusses human centered

design andhow thefielil is

shtfting the realities oJ the
users. He also touches on the
role of empathy in design and
why it's important not only for
his specific field, but for design
in general.
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for effective design. This will ultimately lead to another key in
sustaining the virtuous cycle ofdesign excellence; a broader global

understanding and motivation to truly invest in human-centered

design education informed by design thinking.

Regarding the role that technology is playing in shaping our

realiry it is essential for designers to understand the opportunities
that appropriate technologies bring to the design process. Having

an afEnity for understanding the possibilities technology brings

to any challenge is critical in reaching truly innovative solutions.

Working alongside enlightened, technically-oriented colleagues

who are more inclined to say empowering things such as, "If you

do this, it opens up these options" versus, "You can t do this and

that won't be possible because..." is key to teams uncovering new

design solutions.

The role that design has played in informing science fiction, and

vice versa, must also be noted regarding the interplay of how

technology and design have and are continuing to shape our
reality. Seminal films like "zoor: A Space Odysseyi "Bladerunner,"

"Minority Report," 'Avatar" and even "Iron Man' are heavily
influenced by industrial design and interaction design. Infused
with visionary experiences, devices, forms of transportation and

environmental design, each has served a key role in helping us be

more thoughtfrrl about the type of reality we each want to contrib-
ute to bringing to fruition. Works like these leave strong impres-

sions of aspirational means through which the human race will
overcome challenges through technology as well as cautionary
tales in terms ofwhat an over-reliance on technology might bring.
ln "Bladerunner," the main character Decker carries out a private

investigation by navigating spatially through a photographic
image. Today we routinely explore our planet using Google

Earth and have panoramic street views to aid in our exploration.

Glimpses of iPad-like devices can be seen used by the crew of

46

the Discovery and the Enterprise. In fact, Captain Picard carries

several electronic slates in "Star Trek, The Next Generationj'One

was about the size of the original iPad. A second was about the

size of the recently released iPad Mini. This timeless desire to

have powerful, mobile, connected digital devices that are easy to

interact with has been illustrated in so many science fiction films.

From companies emerging on Kickstarter to established fums like

Apple, those that recognize deep human needs and aspirations

and align their product and service offerings to these through

design thinkingwill surelybenefit from doing so. IDEO has, in
fact, done its share ofvisualizing or shaping devices ofthis nature

as well whether through future vision projects like the one done

for Businessweek or through workwe have done for Kobo and

others in the e-reader space.

For me personally, the futurist Syd Mead had a profound affect

on my reality as a designer. Discovering his inspirational futuristic
illustrations at an early age got me interested in illustration and

I was always fascinated by how he balanced humanism and

technology in his visions of the future.
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Our work at IDEO stems from realempahy wih a clients
intended users or aldbnce. We draw hspfoation trom
spending time wiut extrerrp users. We often dsQn br
them and with them earty in our prccess by bringrng
provocations in the form ol d6un artifacts to the converca-
Uon earlier in the despn process.
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@l! raoo, Personal. Access Display Dev j.ce
Star ?re.k; The Next Geoeration. CBS Television.
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Between the Gap
hen killian

or many fields in the realm of creatior5 what is physically
possible does not provide a barrier in the least to what the

imagination can conjure. Novels, films and even live theater

conquer a diminishing number of obstacles in what is not only
possible, but also plausible.

The zon Halloween Design Bash (aka The Bash) presented me with
a series of complications and necessary modifications. Within
the first few weeks of designing the event, I knew I would have to
organize it differently than others have in the past. The notion of
a 'theme' and a 'concept' were extremely different and would have

to be treated as such. I would decide upon the concept of The Bash

months in advance, but the theme would be based on public input,

which would ultimately label and form the event.

// 44'&a 4 -,//.a E/; -4-^
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Stephen Killian is a junior
in Architecture within the

College oJ Design at NCSU. As
head organizer oJ the annual
Halloween B ash, Killi an

created a rich story, designing

euery artiJact tu rtt within
the context of the theme

Apocalypse. Here he writes
about his process, highlighting
details and obstacles he

encountered and overcame,

and how they influenced the

overall experience.
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Often, acknowledged influence

comes from the same genre-
architeets influence architecture,

musicians influence music,

chefs influence cuisine. Ideally,

influence should be derived
from anything the creator feels

is most pertinent to his or her

wor( regardless ofform. For

TheBash,I found two primary
influences-Kanye West's Glor.r.,

in the Dark Tour with scenic

design by Es Devlin and M83t
albu,m Hurry Up, We're Dreaming.

Both sources of inspiration hold
the notion oftellinga story at

their core-a feat often reserved

for novels, films, and theater.

Yet today, the overlap ofwhat
is technologically possible and
socially plausible provides an

opening for alternative mean-

ings to be culturally acceptable.

It was through the influence of
these two pieces that I began to
sculpt the story I wanted to tell
withTheBash.

As sophomores, students in the

School ofArchitecture at NCSU
are required to take an intense

two-week "boot camp" in which
theylearn to draft and draw at a
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basic level through the study of
the multileveled space between
two distinctbuildings in the
College of Design. Known as

the "Pit," this space is where The

Bashhas also been held since its
inception. As a result of this class,

I knew every detail ofthe space

and I envisioned the concept as

a massive installation that would
exist within it for a fewhours.
Each piece would fit seamlessly

into the punctures and perfora-

tions of the bricks that envelope

the space. There would be six
twentyfoot tall "light walls" that
would fill the portico, each able

to open and close. The DJs would
play mercifully from the second

floor to the public on the fust
and the twenty foot square "kiva"

would serve as a pre-show room
where guests would be briefed on

t
ia

the mission for which they voted.

Special effects would transform
this already notable space into an

incredible one, and this became

the core ofthe concept. I worked
tirelessly to create an altemative

realm, suggesting a mission to be

completed yet never disclosed.

After the Ap o c aly p s e theme w as

chosen, the tickets were designed

as draft letters, informing guests

that theywere being drafted into
the "United States Apocallpse
Recovery Armed Forces." They
would be branded upon their
entrance and informed that their
spastic movements (also known
as dancing) would help to gener-

ate energy to raise the fallen sun.

Disc jockeys were merely enter-

tainment and the entire event
would take place within an arena.

I dreamt of a world in which

'ensigns' would lose themselves

in a fit ofpassion and finally
break free from the ropes oftheir
ordinary existence. I developed

detail upon detal of The Bash,

articulating the smells, the sights

and the sounds I wanted guests

to experience.

Unfortunately, the realities
of design development often
remind us of what is physically
possible. People are unreliable
or do not share the same vision.
Budgets are small. Weather is
random at best. Guests don t
share the same enthusiasm. As
the event drew nearer, ideas

had to change. For a number
ofunforeseen reasons, we were
forced to move the event from
the Pit to a nearby parking deck.
Hours of work and thought

t

t
:.s
E
s-

\

x

!j

sr a,

Y
.l€

E-l

i:{
-{ $r,irr

I

![!]f!! sketch Eook. stephen Killian,

LJ
,

G

iil11{X'{ll
Ailil..l{tr'::.

Bo

rrl
tr
H

2
H



L t t) ,$,tL,

1

.t

TiJ
e.t
|*

r)
.,

t-4*
J

.J{.{ 1${
{I

d

l
l
a

were seemingly thrown away

as we met with ofEcials at the

Iast minute. The immense space

swallowed what we had created.

It was within this experience that
I discovered holding steadfast to
onet aspirations is the thought
of an impoverished mind. What
one wants cannot be what
one gets. Should this ever be

the case-should the ability
to create any alternate reality
become reality-all dedication
and aspiration would cease to
exist. It is of grave importance
that the ability to create anything
with perfection remains a distant
dream. The notion of a perfect

implementation of one's vision
must itself remain an alternate,

unreachable reality. One

must suspend their disbelief

concerning what is possible to
create what is phenomenal. Even

if the result is less than imagined,

there is a distinct possibilitl that
it will remain incredible.

Fear is an intoxicating perception

that can blind us from what we

can achieve. Like ropes, it wraps

around onet heart, throat and

mind, choking until nothing but

s
N

N

a corpse ofconviction exists.

Multiple times I feared that what
I desired for this event could no

longer become a reality. I feared

that what I dreamt and promised

would in fact be a malnourished

disarray of shattered expecta-

tions and ambitions. Fear is a

lack offaith that onet expecta-

tions will never align with reality.

Throughout the design process

for The Bash,I felt the ropes of
fear knotting around me and

pulling me back to what is pos-

sible and plausible.

The suspension of disbelief
should never be relied upon
in a final product ofdesign
or creation. However, in the
creation of that worlg it is
critical. Without it, a substantial

experience within the miniscule
realm of realitywould no longer
exist. What we aspire to create

should always be considered

overbearing and unrealistic. To

dream within reality is to allow
oneself to live within the ropes

of fear. While we must dwell
within the gap, we must continu-
ously attempt to break the lines

that create it.
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Within what we aspire to
and what we become there
exists a gap.lt is between
lhe thin, but brukal,lines of
this gap that we discover
who we are.ln the space
separating these two notions
we find what drives us, what
inspires us, and above all,
what we fear.
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Altered Egos

rxEFIIT

silas munro

o you recognize the name CandyApple?

The Fifth Banana? M"yb" tough guyJan Buftnan? BoarMan
BongDestroyer? What about sweetJane Doe? The prolific
William Guest? If none else, certainly the honorable Dr.

Hermann Piitterschein? You might be more apt to know these

names if you had been given a graphic design assignment called

Alter Ego or known one of my students who'd completed it.
Each ofthe above is a nom de design ofa graphic designer, some

quite well known.' The project has shifted and evolved with each

iteration over the last five years I've been teaching it, but the core

prompt remains the same: Design an Alter Ego. Use graphic design

to discouer and assume an alternate persona based on a blend of

fiction andJact.

Alter Ego started as a spin offfrom my Mastert Thesis, Poly-Modd,

in which I proposed the idea that designers can create a mutable
system of strategies and frameworks to form a cohesive design

identity. I sought to build a unique practice that is identifiable but
not homogenous, singular but never exclusionary. I know this to
be possible, but this wasn t always the case. [n the fall of zooT I
was mid-way through my own graduate experience and I was lost.

My main struggle was defining a conceptual and formal agenda

of my own. MichaelWorthington, my mentor at the time, wrote,
"the work was truly excellent, but was also slightly anonymous.

For the next year it is less of a case of Silas making good work and

more of a case of Silas asking himself what kind ofwork he wants

to make, what kind of issues he wants to deal with, and this might
be an initially less productive period ... it will certainly involve

taking more risks and stepping into uncharted territory."3 For me,

risk came in the form of writing 6ction. This writing became a key

tool ofinquiry before producing visual proof (albeit speculatively)

of a design methodology that could be my own.

Poly-Mode took the form ofa bound sequence offour pub-
lications, one for each offour fictionalized personas that I

\ \
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ISilas Munro is the principle of
From the Desk of, a graphic

design studio based in Miami,
Florida. He is currently Chair
oJ the MFA Program in
Graphic Design at Vermont
College oJ Fine Arts. He's

been published in GOOD,
Novum, SpeakUp, andby
the Walker Design blo g. F or
the past fiue years, Munro
has studiedthe concept of the

Alter Ego, giuing students the

opportunity to design their
own alter ego based onJact
andfiction.
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DISTILT

queer, and philosophical alter egos was borne the aforemen-
tioned bodybuilder, Jan Buffman. a self-described "brawniac"

graphic designer and gadget freak who was art directing a sci6
weight-lifting magazine. Another persona, Parabola Munabi, was

a biracial, utopian graphic designer hailing from an archetypal
planned community. He explored duality in a publication about
his hometowry Reston, VA. Each publication was accompanied
by a mockinterviewwith the imagined designer. Thanks to iChat,
pre-written questions and my classmate, Colleen Corcoran, I was

able to form an "inside the designer's studio" where I cross-exam-
ined these parts ofmyself. I found this act offictive, self-generated
form making to be incredibly fruitful in deconstructing design
processes. I actively chose it to become part of my pedagogy. It
works well for designers questioning how their personal voice fits
into the universal practice ofgraphic design.a

The work represented alongside this text was done by gradu-
ate students in programs across North America, save for a band
of undergraduate students that I worked with during a design
residency at NC State. A,ferEgo has become effective for graduate
students who are questioning their own formal explorations. The
brief does not seem partic,tlarly crazy from my point of view as

-r:81^?:-**
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an educator, but that is not how students see it at first. Even the
most open-minded tend to be skeptical of the assignment. Their
brows furrow and ask: "What the *$*! does fiction have to do
with graphic design?" To a graduate student who has enrolled in
a "serious" program, within the often self-'terious" discipline of
graphic design, assuming an adopted persona seems to lack rigor.
I counter that we live in a co-creationist, transdisciplinary world
that demands multipliclty. A light-hearted exploration provides
space to build critical empathy they can foster with their audi-
ences. Why are we wanting to be graphic designers in the first
place? And what kind of design do we hope to practice? How does
this graduate degree support or augment that aim? What could
our profession look like in response?

Despite initial doubts, my students and I have witnessed remark-
ably insightful evolutions of character (fictitious and factual).
Along the way, other educators engendered significant improve-
ments to Alfer Ego. I name these people and places with a deeper
purpose than promotion: I hope to map them in the complex
fluctuating life of this project, one that is, in a word, rhizomatic. In
a rhizome, each node supports the lateral structure. Each alter ego
has helped to build this larger, collective design story.Just as every

designer learns to form the narrative oftheir practice from the
bottom up, one project at a time.s

Alter Ego was first assigned in 2oo8 at CaLArts as the final project
for a class of PMFAs-students who come to design with no pre-
vious training and spend a focused, preliminaryyear of formal and
conceptual training before embarking on the standard, two-year
MFA track-under the auspice of Mr. Worthington, for whom I
was a teaching assistant. This class boasted a mix of students from
backgrounds as diverse and wide-ranging as philosophy, biology,
film-making and literature and proved to be an ideal test group for
my nascent brief. Their newly conditioned training allowed them
to suspend disbelief and come at their practice more imaginatively
and openly. The aforementioned Ms. Doe, a serial killer graphic
designer otherwise known as Hyejin Lee, created patterns for
other graphic designers to use. What fust seemed to be organic
fruit blooms were actually vicious monsters hiding in the flora.
Duy-Khuong's transgendered, iconoclastic graphic-diva, Mz.
Indosheen Extravaganza wrote in zher/hiz [sic] Manifesto for
Fabulousness: "Be obsessed with that which is Liminal-without
category, without place, in transition, in between, and never
resolving completely to one or the other. Remember your social
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position, sexualiry and cultural baggage are always present in
your thinking. They are your scabs. Pick at them because they
will always remain." The imagined personas speculated on
future paths for the individual designer. Taken collectively, they
form a rhizome of many potential directions for the alter ego.

Before I knew it, in the spring of zoo9, former Design Chairs at

North Carolina State, Santiago Piedrafita and Denise Gonzales

Crisp, allowed me to adapt the brief to their program. In a

junior studio called F o rm as Mo de of Tho ught, students tackled

Alter Ego alongside other formal investigations from a systems

perspective. This was cultivated as an alternative to other
pedegogical approaches that have prefaced pure intuition and

process for process' sake. Under the additional guidance of
Meredith Davis and Martha Scotford, I was able to pilot an

untested studio woven into a new undergraduate curriculum
that was questioning manylong-held beliefs about design

education.6 The students offered up new ways ofthinking about

making via a thrilling dialogue ofwhat they made and how they
reflected on that making.

TeddyAKA Teresa Cunningham said this about the process: "I
have been made drastically aware of my crutches, my comfort
zones, and mylimiting tendencies. And I'm finally able to look
past the mindset of the girl who said two weeks ago,'I think
good design must be planned and organized. Or itt ugly. "

Teresa entered the studio as a very rigid designer. She was

forever putting boxes and limits in her designs. This over-rigid-
ity stifled and blocked her work. By conceiving of the imaginary

Teddy, an open and rebellious persona, she came to a new

freedom and freed the restrictive side ofher self This sounds

like a catch-zz and Teresa's classmateJamie Wolfe addressed the

implicit contradiction of having an Alter Ego:

Jamie had a practice that was more Teddy than Teresa. With Alfer
Ego she gave mindful structure to her work and showed me how
adaptable the project could be.

And so the rhizome of Alter Ego was growing. The lateral insights

of my colleagues and the bottom-up explorations of my students

offered more evidence that fiction could be freeing to graphic

designers. In zoro, York University students advised by Michael

Longford and Angela Norwood created more alter egos and built
critical confidence. Most recently, two classes of graduate students

that I co-taught withJennifer Cole Philips at MICA in zorr and

zorz added more growth to the project. Projects made became

more comple4 nuanced, and formally sophisticated. With longer

timelines and the aid of two instructors, the fictions generated

read more like fact. Studies were deconstructed into pieces. Deft
attention to production quality made for life-like embodiments

of what had been gestures. Pieces morphed to systems ofwork.
These were potent, powerful totems that felt all very real. The

MICA students even improvised video interviews with their
personas with guts and remarkable grace.

Other than giving me the chance to feel humbled to workwith
them, what do students in programs as diverse as CaLArts and

MICA have in common? All of the students were at a pivotal

point in their formal training, whether at the start of the semester
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While lsaid lhated Sachi,lreally don'Llthink we need
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most tantastic part ot this experience? SachiChudasama
is Jamie Wolfe.lmade allher decisions. Allthis talk about
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or the end of the year or joining a completely new discipline, or
breaking down learned methodologies. Theywere at school at
a time for re-defining and re-designing their practice (and likely
themselves in the process).

Alter Ego is a useful case study for anyone at a crossroads in
their design practice. I know this as an educator and firsthand
as a student. Usually graphic design pedagogy asks students to
imagine their work in response to a fictive outside world. A "real

world,'l Alter Ego emulates the process of graphic design but
more pointedly asks questions of the maker. By turning the stan-
dard design briefinward, the graphic designer is able to uncover
heretofore unrealized internal tendencies and predilections
that re-illuminate form making for the individual. By donning a

playful maslg students can find the presence of the maker within
the complex archive of our contemporary life. They are free to
deploy form + fiction to design who they know into someone
that they want to know better: a potential future self.

Ww r//
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"his chompionship d 19-11::1 ney for o generotion of srchitects broughf up on
FUNCTION..."

Matthew Nowicki was a Polish architect and much beloued

professor and Head oJ the Department oJ Architecture at North
Carolina State Uniuersity School of Design Jrom ry48 to t95o.

His proJessional accomplishments include the design ol the IS
Dorton Arena in Roleigh, NC. Tftis article appeared in the first
uolume o/The Student Publication, conceiued as a tribute to
Nowicki after his untimely death in ry5o.



ON EXAC TITUNT ANA

*tonhewrN6\r.i;ki

Sornetime ogo our design become o style. No motter how ingeniously we dodge the

unpleosont issue, it comes ol us wirh full force in lhousonds of creotions of ,he conlem-

porory designer. Our design is o siyle, with oll ihe reslrictions, disciplines, limitqtions

ond blessings thot we usuolly cssociote wilh lhe term. A style in the similorities between

designs dif{ering bosicolly in the purpose of their use ond deslinotion, subordinoting to

its demonds o refrigerolor or o molor cor, o foctory or o museum. A style which perhops

follows soles, quoting Edgor Koufmon, iust os form followed function rn the words of
Greenough ond Rensissonce orchileclure in the work of Pollodio followed ils onlique

models. A style os pronounced, os defined, more limited perhops, ond os legiiimote for
our times os the style of Renoisssnce hos been in ils doys.

ln the growing moturity ond self.consciousness of our cenlury, we connot ovoid the

recognition ol this foct, ond we hove to reqlize whot it stonds for. We con no longer

ovoid lhis term "style" simply becouse it brings lo our minds unpleosont *"rori"r. Wu

conno| keep on pielending thal vie rolve our p!.oblerns wilhoul c precedenl in form.

We hove to reolize thot, in the overwhelming mojority of modern design, form follows

form ond not function. And even when o form results from o functionol onolysis, this

onolysis follows o pottern thqt leods to o discovery of the some function, whelher in o

fociory or o museum. Approoched in o cerloin woy on onswer to every orchitecturol
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Tlr,iq,,qniitivity,jqrla,','nrq!.n1,!ourcs. iol',lomethlng'.,rfor,rl!fh',,lr:.honl,,,no,,bet6i *ord rhon

freshnasi, Frerliniii,!!.,u,.,fntlitrllrripdtl i6l,''touth;1qrd..rorlht.dii;rpesa.*ith.time This is

the low of life true equolly in the cose of on individuol or o civilizotion. Freshness con

be preserved if lhe source of it depends not on the physicol stote of being young, but

on *hC rconsqior$qir,,of',hi,,iriglnr1Soina',]ndtiduiili:,,i,1..,q.19i:vr,1,teir,cr$iive.,,frCihness for,

theli ma1uriry1,i,?hnti:;i€:,ih€.1$,ri*ti1lattili!',,&me:,,fftk;iia*i:'g1iiai*,,rhlil,fie.lhnes1 {o1
oges ond then become greot cultures. For olthough molurity oims ol perfection ond the

rtrlde igi,pcrfeliiox rmti|.*nd,.yith.:,iq,n 1tna,huii0ing',l$hdnid,r,of ,,elolritqlf .oxiet|enCe,.,qha,
ionsciousntir'of'ttia,.lonlie.,ol'fu*fi'ncil.oalpinii&.,i..mog*ised.xtpa,,ia',ihil.1litia:, rh.,
mognitude of this scope is the meosure of ombitions ond strenglh of q civilizqtion ond the

prophecy of its fufure ochievements.

'Thiakia$:,inlaimr,,o{ 1ha1;'iqnteaporurnl.ot,,1shrlld,lJ,l.loyiimadip;,r&ii .,d,,d;Xgn|riv*l
reolize by now thot it hos possed its eorthly youth. The experimenls with form, ond the

new spoce concepl, lhe plofulness with "the mochine to live in," the mochine to look ot

,oq the,;oihta!,rtq rtn;hi,,ia,'a,1offiiari;;'r$iaii&1;iJ,iaiplie,!t!l.i;.it,.i9a;*..r;4,,,;;
thon lhe lime olone would indicote. There wos o freshness in those youthful doys of the

oeslhetic revolulion, o physicol freshness of o baginning. There wos o diversify in lhose

doys of forms thof grew withoul o direct precedent in form.

I speok,"ol qrqhilacrurq:,beaaytl:.it.ltattpomlo{!h!...,&r$..l$eldii!itrrd6t10!.:,,'r]rn,::'i!ti,r,6.h$ngt

\ve con discover those ifiot offected the interior design, the industriol design, problems

of orgonized londscope ond olhers, with or wilhout o seporole nome. And, it is thaEe

chonges of the orchireclurol concept thot I propose to onolyze with the oim o[ estob-

lishing our presenl posilion in their choin. From the onolysis of these chonges I will not

daiatop,ony,iow,'ofr,,ono!9gr;.,,,.ao?,,'*lll;.l,lrmr$l',,eiaaiititli,,.,*1, ot1,a,$:r.rbiii.lta coming

chonge. I propose to define our present position becouse this is our slrotegic point of

deporture for the investigolion of the full field of opportunity thot lies within our period.
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lime,ton,eipl*mns; than,curioundirg, thg'r! wr$r,,p|lei,o!r,,woOd,ond *uing, :ffre io them

*oi.fuggestodl,,The,orcheofoiilt wns,canvinced,ih*,,snlel tli3 tteo}mont ih; riiisovory
r3ti,rclurd-rrorild.,inlmbl,a'Iit'rle*r:ihitil ian'i*linri6snri'rafiatin$,iiiilizolion ei ifa,rhsmeful,

pressnc6.

.{,:f;14,96.n6"r larciRurkinr,iiving th! *ayif6a ttit.,Pi :eophoilire.n;vamen!,r,,w1o1e !n
hir:/vtoddin,Pciarai; rhar:,aa,rpub!!q.fund,9,$q-(l|d,be,-spe*i toj,p*ahu.siitinllng!.!qr.i
,tha*r Rgphcal,,os:llie.ipirit,of ort,lgor ronfinodlO:lherirrsdiexil,periodtnd;rep.lo"ed by

6;1,sf tfufse,ilj,ifisr',of ;ympathiei,rlcrae rlhe,-ia*iiOu*ni*riihor *imei.biiiiii ifiange in

acleciic rcquensq,ir,!n{iip;nw,bla,.rlr;e.;;r]hqiiyilalogi!;l,,btaLstodd,ro,whot we

cclrl'$e:lrnodeiali,foirn, And,olihou.gh.*e,!h(ddit..oi.,$a,i01d,,i111te,,$chinlelrii.rseareh

for ix1sw,e{preislon:eontribuiid,iorr}C:biirkrr6f inodtm,lAhliett t€rpd&iFi,os much

os ony other foctor.

Nornayfarm,6f orchite*uio,could rhtrar:boen,cisat d, ithitri! ,t;*,.!iliiuis,,,old rL"
piycholqgixt 1*ilptiv!n*rs,,hod,ia,,,*niifoi,riiiAimln-.n!:tulril,.$t!*AeiurO|..piixUtiries
ripened.

The'rrriddle,,o|{rr lqttdi$tuit w,ith,,tox16fi1,;Cqyjtqi:lPqbie;iim;dutoi;64rCiiion of o

ne*,*iti;,:'li*,,rpta;i.;!aApil.$iipnanati;r,,ir,etrd,,q,,;&;;;t1itt,.ittl"r;;s,,,ii*':;r i'"",
Itren fiir:oconcreie:dnd,,,eiaal ,irEsid',the.,ipir*i.:,allihe,,,*igw,:Fqm€ .strucrtidi,fioirr those

lldependenca otrth1,pl*illooirns,t !!.l& r,*ttmmi.irreqtd,:ili 
.,tx€.dnrli"ndi ihu, ott

elemanis 6f ,the.rrr€w,or.&ilsrhirc,*aiallplerer|tftltsi., tiiting, i:, .tl,ie*orr:tl,
Whor w;uld,hiiirer',b*iia,,:*iarrr;fioi tit6tiliiet:,ofrr,miidainr,,aichii6;irtei:li6dr irtllrn'ovrl.qdrlr.hi

dileilion ol$o!e;,,ao'rtr,dn s9'!ti,,fdimr,iiinuariad:;itnindt,,$.lh":{&reiliEn,,ol,!trucrlre

*ou,ld,hove,b*en,,irrtiiiala,:on{r to!!od,,i,rh6]ogic{{l:dti*ola&eaii;flih6,!l !tiSrwoutd
hove'accqrrius&d rhe''id;liacii,l,iibi,.,a*idlln$:i,atilai: ,:ihalbiutidi!$l:1iilti.irptorling ond

qqppolled membarri Thd,iesnt{ng lorm..$lar!*pqrho,i|,h ,,4cqnilad,jlii'lightirriss ond

opanne$,rst ilnCorror:k, fflledrrr*lth,trqntitcdnt,r,oi l,ap;qu;,,'i;i;ani.,.r1,n,,iii, ifinql,rirage the
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screen probqbly would hove beat reploced wilh o, seeondtir! rkelefon filling the loc+

work with more locework.

This is the woy the gothic skeleton developed with its stoined gloss window ond this

wos the rood explored by Poxton, Lobroust, Eiffel ond lheir contemporories. Modern

orchitecture insleqd chose o rood dilferent in every respect from these axpectofions. To

understond this chonge of destiny we hove to moke o digression. Architecture with its

sociol, economic ond technicol complexities never wos in the hod of oesthetic chonges.

Ar q rule i* foilowea'orlrlr,,rnedio oi s;,, thel,cha;ges:.,of',rairii,.in, ihe,ninar;antlr qentrry,

mentioned before, offected orchitecture very profoundly but they resuhed hom foctors

The'gieot chqnge,.ifiodq;d,by,rhii,Renoissc,nie,i,ssn bu evoted hqle qq o:rtr.iking

exo*pla of lhe iome pro6lex. At ihsi;abirJh of i,hi'.1.' l:']diomr iihi s€dievol gothic

struclure reoched lhe climox of lts growth. The further iife ond growth of this struclure wos

interrupted by on oeslhelic wove unreloled ro the lechnics of orchitecture. No structurol

eompellio11e:the golhlc,,luildlng wq,oJfered,by,1hn.n9* rry]e,,,The bt!,fding methqdrof
lhiii'Renoi3soride,yire.erud! when co*pored la,lhelodvonced slondoid o{the medievol

rnogori The.c}oxge;fn,otchitectuie. lollowadrtha:,,,sfirrngingi aq$helic,of lhl,rpeiiod ond

the,lro1pan1!{!i!tl,ond,liedit for tliii ihtnee,sh;rit.,rt$t,with,ix,min,oile*er:s;rln rhir woy
Petrorch ond Donle fothered the orchitecture of the Renoissonce.

A somewhol similor thing hoppened to modern orchitecture. This time the chonge of
rire,'*os irt*pired !i fh,e,lpointerr,'ond1.oor,bi the ,menr,of le*irrrll lhe 'biood.,'ond open

*ollrierer.#:,€ji*nnC;,ihererghlrslrdnia,ipoinqiag:ol.syn1L€!e,rt6i*m,lnrqdriCed s new

inste,fo,r.,!!ro,,,p*i!*y,]',gnd,,5,impti.it 
',,ut,.,fd;tt:Tha:,divelop 

:,,61:11i6,,;i1;..k ial.r skeleron,

,riie*tiaried,:bdfor'a,'iouii{rrri6irrbe,m;ld;dlirint6,rrh;1xcw,oa:*he{iil,iha,,problems,rqt,,shucturei

iiii{,,,*-*-' 't-,,,b*id'rr6:,aaaondiiti]iii:1d.'riped,ndiipitotetpl6d';wifiiha;,oesll!*icr,:oir,lo1ni,1,

CIoelho.$:rihe,!*pfe$iqq,,!hai,'.r;;,,at;.r,axhiieirl,of,}he,r,eai!i.l*t'nlbi:,c61iiriritiron, wo: rhe

neeesso{1iMl1:AiahltecluiC,.bact,F ':l id;dfitilid,'l',rind','1{att}i**isfutd;:.:,Co|lifr!,,.i!6;ir,

rnsetir!6,,qlrir{li,trroiriliti:rof,tthar.irki,empkdiit;diths ldck:if,.ndisii;litih,[};nlr$lr,:$trueturel
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detoil wos eliminated lo conform lo the demonds of purity with the result thot lhe

ideolized structure reocted bodty to time ond weother- A column in lhis orchitecture

beca*e iimply o iilindor,,;ru1iouadid, ,bt,,.ils,1i,li.:,n,..v"iilta|lmonq lloiiionrols. Tho

controst of this iuxtoposition hod to be ochieved to the sotisfoction of the intellecl such

thot no shope wos creoted without s funclion which it should express ond serve. But

lo creote the shope o function wos creoled or conveniently over-emphosized. Here my

ihoughryriwondei:oi tho;ii,,rtwA..imassiveririrli;d;i*,t*itllinc.,,it ;,,1*.r;,lr.l*l,.iil,CaiUri1".11

Solvotion Army Poris building. Although emphosized more lhqn ony other slruclurol

element of the building they function only os ventilotion shohs ond now, if technicolly

obsolete, they moy hove losl lheir functionol meoning preserving their compositionol

importonce. This orchitecture of the "internolionol slyle," romonlicolly disposed to ovsr-

impressive technology. developed o notion which I sholl coll the functionol exocti-
tude. The truth of orchitecture wos considered to be the exoct expression of funclion.

When o building become technicolly obsolete ond therefore no longer ideolly serving

fhq1e, ichcnsi,nrc,.trnclionirr,i'!!rvrfi,,to':,,.b1,, .ieaovid,,,rond,,,;aqla.rolli.bt.l.,o'ii.m9x,1,alfftleni,
one.

The concept of functionol exoclitude found q source o[ decorotive quolifies in the inven-

iiva inierpreiolit,,;f1,htiln.,1,jiU,,,".ial;;*rrrci'1ii1l6;t,':6i$t|:1$y,,,ina1,, l;,,nxhir"11...
become the decorqtion of function. The period o[ fun<*ionol exoctitude looked for irs

inspirotion towords the physicol function. The psychologicol one wos not considered its

philosophy. The concepl ol controlled environment resulted ond the moin purpose of

orchilecture wus to control physicol erwironment fo the physicol solisfoction of the user.

,The'1-eccn!,,ehaasilr,!n,,mqdeint..drihlit.tllla,,.dtsi$il!$.ioi.,bniiar,.otir$a$e,}etafatint,.tht:
ninelddnrtwentiel fiomr',thaii piodeteitoiilr:fiqit;llr&r:tfiittC,:liri::yo.obnh*,,*ilh:lhii ieriodr
of ve1!rdov,,bu1,,1h* som-; -ds.haro..foil*.;.difl!t9!! ald qfl:! g,!e{sq!tv oppolire,

meoning. We bolh speok of functionolism but then it meont the exoctitude ond now it

meons the flexibility. Those ore two opposile concepls. ln our thoughts priority ofien is

sivAt t6'tha esy,{holgsilo!,l;*d.,nbi,..thi,,phititoi,htmq-n,.funii1af,,.,flia,conit.ptll o short-l



lived structure removed wilh the ropid chonge of technology is reploced by o notion of

orchitecture thot will be our contribution to the life of future generotions. Le Corbusier

inlroduces o m€osure on which this contribution con be composed-the "modulor" wilh

its mystery of the golden section. This meosure of good proportion is most significont for

the chonge o[ volues. No longer lhe meosure of lunctionol spoce, no longer the meosure

of time, but o meosure of beouty. Whotever the volidity of such o meosure moy be, it

is interesting to nolice thot in the sequence of " time, spoce ond orchiteclure" the empho-

sis is shifting lorsords the lost v/ord in terms of the mystery of its ort. The free plon

is reploced by the modulor plon. Agoin these ore two opposite notions. A module is the

most rigid disciplino lo which o plon con be subiected. A, modulor plon in reolity is the

opposile of o free plon. We ore no longer preoccupied with the proximities of reloted

functions but with lhe noture of spoce thot leods from one function to onother. lt is no

longer "how quickly to get there" bul "how to get lhere," thot motlers most in our plons.

It seems thol from o qu.o0titotive period we,hove iumped inlo o quolitotive one.

These chonges ore neilher os conscious nor os pronounced to the degree pointed oul in

my remorks. lt is on irrsristible temptotion io exprels thore chonges in ihe most skiking

monner. Bul, in order to be obiective one hos to reolize thot o dividing line between

periods con neyer bB geometricolly defined. This division con beller be compored to,o

wide ribbon which seporotes ond ioins ot the some time like o groy belt between ftelds

of block ond white.

With respect to the moin chonnels of humon creofion, nomely the invention ond the

discovery. one might soy thot our presonl period is qlso different from the yesterdoy. The

discovery of the formol symbol of the unchonging lows of the universe seems to reploca

the invention of the form without o precedent. The elernol slory of grovitotion is ogoin

consciously contomplotsd. We ore owore thot the form of the discovery hos to chonge

but lhe obiect of it remoins the some; over ond over discovered in mony woys. Along with

these elemenls of philosophy we olso reoct in o different woy to the techniques of our

croft. Architecture discovered its own medium o[ creolion ond the difference between

this medium ond lha others. 
V
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Picosso writing recently obout his "blue period" of 1912 ond severol yeors loter soid

thot he discovered lote the difference between sculpture ond pointing. Moturity brings

o "sense of medium" ond mofure orchitecture in the some woy discovered the diiference

between pointing ond the od of orgonizing occessible spoce. As o result we rely in our
expression on lhe potentiolities of moteriols ond struc'ture olmost picking up the trend

of the nineteenlh cenlury. This interest in slructure ond moteriol moy disclose within the

building medium decorolive quolities of ornoment much too inrol"ed for the purisl of
yesterdoy. The symbolic meqning of o support become rediscovered ond o steel column

is used honkly os o symbol of structure even when it is not port of lhe structure itself.

The period of functionol exoctitude expressed its myslerious longings for orr1oment in

decorolion of [unction.

This period of functiqnol ffexibility oxpreties them in the decorolion of sfructure. Art
lends not only to discover lhe trutli but lo exo$gerote'ond ffnolly lo distort il. And
moybe in this distortion lie5 the essence of ,ort.
lhove described our stoge of the modern design os o style. Will this style repeotthe sod

story of other styles becoming on oddition to tho reperloire of s fulure eclecficism? The

life ond the decline of cultures follows on orgonic pottern which seems lo be inevitoble.

But the spon of life of q culture ond its rebirth into anolher rests in the hands of the people
responsible for its creotion. Where is the future of modern design?

It seems. to me thot i! depends on lhe constont .effort gl opprooching evaDr problgm

wilh the consciousnesi thot tiiere is no single v/oy of solying il. "Art uno-species mille."

This bottle cry of the Renoiwonce should lbe repeoted-ogoin,qnd ogoin. Art ,oy,,b"
but there ore o thousond species. We muit foce ihe dingers of the crystollizing style

negoting its exislence but hying to enrich hs scope by opaning new roods for investigo-

tion ond future refinements.

"form follows function" no longer sqtisftes srnbition5 ororr$d when forrrr,becort!9s iudged
for its universol volues, but sensitivity to lhe minute exigencies of life remoins lhe source

of crealive invention ..leoding through lhe eliminotion qf "exqctitudes" to the more

importont ond more g"n"roi truth which eluols beouty. "i 
'"'
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Facing Fomrard
With aduancements

in technology and the

acceleration of innouation, the

traditional role oJ the designer

as the creator oJ a singJe

reality is shiJting. Moving into

theJuture, we are increasingly

confronted with the imperatiue
need to Jocus our attention on

larger systems that encompass

pertinent global issues such

as sustainability and poverty.
Facing F orwar d f e atur es

designers who all haue an

interest in the role design has

in shapingfuture realities. Ted

Giuens speaks about research

and technology and their
role in shaping design, while
K ath e r ine D iuguid que sti o ns

the role and scope of reality
through this year's Art2Wear
themeHypernatrral.
Spanning abroad range

of topics, Facing Forward
et(poses a variety of ways

designers today are engaging

the future.

KATHERINE DIUGUID Hypertatural: DefiningandReilefiningArt + Fashion 7 O 

-7 
5

TED GMNS PullingDowntheFuture 7 5-8L
BRUCE STERLING Design Fiction and Science Fictio" 82 

-85BUCKMINSTERFULLER TheArchitectanilAgricultwe 85-91
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Hypernal ural: Defining and
Redefining Art .IpmI

reated rz years ago by Professor Vita Plume and a handful of
enthusiastic students wanting to display their wearable art
on a runway, ArtzWear has grown into a student-run enter-
prise that attracts over 4,5oo viewers each year for its spring

show. As ArtzWear evolves each year to accommodate expansion
and growth, the show has moved to larger venues and garnered
support from many local businesses and individuals. At its core,

ArtzWear serves as a venue for students to push the boundaries
ofwhat is considered "fashion" design and opens the dialogue
between fashion and sculpture. It serves to ask the question, "Is

this fashion or is this art, and why can't it be both?" Does present-
ing a piece on a body automatically define it as fashion? Does
presenting garments on a runway preclude it from being viewed
as art? With each collection, the students strive to tell their stories
through a small collection ofwearable pieces.

Fashion: Our Definition
It is important to define'fashion'when talking about the mission
and goals ofArtzWear, and sometimes it is easier first to define
what it is not. Fashion is not just a garment-based, money-making
industry. It also is not the development of garments that reflect the
changingwhims of a select few. To viewfashion and garments solely
as products siphons the life and historical importance out of it.

The items people have worn throughout history have been
loaded with social, political and economic subtext and meanings.
"Fashion'has defined individual people and eras. In our modern
"anything goes" era ofdressing, many people no longer have to
think about the sumptuary laws (laws that attempt to regulate
habits of consumption) that governed what was acceptable to
wear depending on a class or role in society. But at the same time,
we do not realize how much fashion touches every aspect of
society. The real power offashion is in danger ofbeing trivialized
byboxing it into small "Whatt Hot This Season" packages that
focus only on the frivolous surface and take the real power and
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Katherine Diuguiil is an
Assistant ProJessor of Art +
Destgn at North Carolina
State University in the Fibers

D ep artm ent. Al o ng w ith f ustin
LeBlanc, she is the new faculty
chair oJ ArtzWear. ln this new

role, Diuguid and LeBlanc
haue made many changes for
the spring zor3 show, including
dev i sing th e o u erarching
theme-Hypernatural.
Diuguid writes about this
new theme and thefuture oJ

ArtzWear as an experience in

fashion anil wearable art.
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meaning away. The danger in this dennition is in the potential to
remove fashion from art, expression and culture. Rather, I would
like to propose this definition offashion, especially as it relates to
ArtzWear and what we are trying to do with this event, as a chal-

lenging and provocative cultural force.

Fashion: As a basic human need, a product or sculptural piece

that interacts with the body and serves as a body covering, a
cultural artifact, an artistic expression, a reflector ofsociety,
outward illustration of a persont identity (including but not
limited to social class, religion, and ethnicity), starter ofrevolu-
tions, economic building block.

By utilizing this definition of fashion, we open ourselves to the

vast interdisciplinary facets that fashion has always had to offer.

We create a richer conversation for our students by exposing

them to the depth of meaning that has enshrouded "fashion'

since humans began covering themselves. It also starts dialogues

with other colleges and departments on our campus that would
not be possible if we focused solely on the commodity aspect

of garments.

By broadening our definition of "fashion," we open the possibili
ties ofwhat actual pieces or products the students could create.

The body and its complex curves provide a beautiful design

challenge as the students consider the body as their canvas

and presentation device. They use the constraints ofcovering
the body to create the characters that help tell stories, change

perceptions and provoke dialogue.

Theme
The theme of zor3ArtzWear,Iilypernatural, presents the question,
"Where does reality begin and where does it stop?" In our digital
world, many experiences are created to mimic or contort reality.
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Science and engineering strive to address problems in our society
and "perfect" it. What makes something "natural" and what
defines it as manmade? How much human interaction is allowed

until an item or environment is considered "engineered" instead

of "natural"? Most importantly, does howwe define the item or
environment change its meaning or value? We noticed this was a

repeating subtext in many of the seasonal trends. As technology
becomes more intrinsically influential to design and to produc-
tion, the way that we are thinking about what we are designing

necessarily shifts. As an organic and innately human endeavor,

the intersection of the natural and the manmade provides a

unique and fascinating opportunity for designers participating in
Art2wear to unpackboth the visual aspects of the theme and how
it affects the way that they are thinking about fashion. It encour-

ages them to create their own definition of fashion-something
that ArtzWear has always strived to do. It also challenges the

students conceptuallywithout making them feel "pinned in'or
isolated to designing one specific genre of items.

Through the introduction of this theme, we wanted to chal-

lenge the students to rethink their own definition of fashion and

design. We wanted to give space for experimentation, risk-taking
and for the designers to be able to focus on utilizing their design

thinking and processes to synthesize techniques, concepts and

materials. By moving to a yearJong design and planning process,

the adrenaline-infused shotgun reactionary decision-making
is limited. Rather, the students have time to conceptualize and

develop adequately-both the lines that they are creating and the

experience ofthe event as a showcase ofthese interpretations.

To fully explore this intersection ofthe natural and the
manmade, a major part of this yeart showwill be the integra-

tion of work by Animation and New Media students. The real

possibilities these students hold for incorporating their work as
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an integral and collaborative part ofthe show is boundless and
will serve to showcase and investigate the real power of fashion
and technology-not to mention how this might influence
material technologies and surface design. This semester, the
undergraduate students will be working with the designers for
their Documentary Studio with Pat Fitzgerald and Doug Kass.

Graduate students will work with Marc Russo on short
animations inspired by the theme of Hypernatural.Even
the photography ofthe pieces takes on a surreal and hyper-real
quality through augmentation and modeling. The dialogue
that the theme provokes filters throughout all facets of the
production, and this is something that is really exciting to
see. This collaboration will provide a total entertainment
experience, and we will challenge the view to consider the
theme of Hypernatural not solely in the garments within the
show, but the production and experience ofthe event overall.

A NewYear, New FacultyAdvisors, New Organization
The challenge ofArtzWear has always been in the balance
between the idea of the show and the reality of negotiating all
of the various pieces that must ultimately coalesce to create a
single experience. There are many designers, models, organiz-
ers and supporters that all have individual ideas, processes, and
perspectives. This diversity is core to Art2wear, but also neces-

sitates a strong armature to allow for flexibility without chaos.

Creating an organizational framework was key to this endeavor.
By talking to a number of previous Student Directors and asking
them what aspects benefited the most from being student-
led and what aspects required more faculty involvement, we
identified the areas of planning that were the most challenging
and could be improved. As a result, a number of changes were
made to help ArtzWear and the students it represents continue
to grow and prosper over the years. With each decision we have
made, we first and foremost considered how to help the students
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create more refined work and how the event itself would display
their talent through a cohesive and immersive event. The
student-centered aspect ofArtzWear is critical to its success.

As a result, the organization ofArt2wearwas set up to mimic
a corporatiory with students from different specialties working
in conjunction with design students so that each student gains

relevant experience in their field and learns to work within a

multidisciplinary team. Utilizing a new Board ofAdvisors from
the industry and the design community to guide the show helped
provide a link to the professional design community. An organiza-
tional chart was created to provide a clear structure for reporting
and responsibilities and to help focus students in specific 6elds
to serve in specialized roles. Once the students graduate, most
of them will be working in companies where they must work
with individuals who are not designers. They will be working
with teams of people with different specialties and focuses with
a goal of generating the best product possible to market on time
and within cost. For this reason, it was important that Art2wear
reflect a multidisciplinary work module, as to bring the maximum
real world learning opportunity to the organization and to the
students. By allowing the designers to focus on designing, the
business majors to focus on marketing and public relations, and
so forth, we enable the students to focus their time and energy
on the aspects they are most driven to act on.

NewEvents
As we celebrate our rzth year, two new events were developed
on the Art2wear calendar-an ArtzWear Lecture Series and
the ArtzWearVIP Backstage Reception. These events have been
added to create a richer experience for the students and the
College of Design (and greater design) community by gaining
more exposure among industry professionals. ln the most
straightforward way, the lectures create networking opportunities



for the students, but they also provoke students to see the diver-

sity of perspectives that exist in the field as a way to position and

define their own approach. These events create a connection to

the professional design community and draw on the extensive

knowledge within this communiry exposing students to current
industry perspectives.

The ArtzWear Lecture series is a wonderful opportunity for
students to gain access to professionals in many fields that
touch the fashion industry. We have a number of professionals
that have graciously volunteered their time to present presenta-

tions via Skype or in person to share their experiences within
the design industry. Field leaders like Kate Ancketill of GDR
Creative, Tim Allen, Rachel Chow of Speedo, and Natalie
Chanin ofAlabama Chanin create and redefine a more rounded
vision of fashion within our educational community.

The ArtzWear VIP Backstage Reception will be held immediately
following the Runway Show. It will complement the Runway

Showby allowing the pieces to be viewed much closer and in a

mixture of "in movement" and static poses. This will allow guests

to see the details that were previously not visible due to the

distance from the runway. It will also provide the designers an

opportunity to speak to guests about their designs and concepts,

ideally provoking a dialogue and helping to reframe the language

of fashion in an intimate way.

As the event and the program surrounding the event continue to
grow, we hope that theywill provoke a campus-wide conversation

that uses the medium offashion as a springboard to create exciting

collaborations and discussions.
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Ted Gfuens is a uisionary,

aw ar d - w inning ar chit ect an d

Jounding partner at Hong

Kong-b ased firm rc Design.

Conceiued as an enuironment
that would allow Jor an

intenseJocus on design and
research, Givens writes about
how rough uisionary thoughts

moue into reality-tied to

client and context.

Takes Command, NewYork: W.W.

Norton & Company, 1969.

Marx, Leo. The Machine in the

Garden. New York: Oxford

University Press, USA, 1964.

Marcuse, Herbert. Oae Dimensional

Man. Boston: Beacon Press, 1964.

Foucault, Michel. Discipline and

Punish: The Birth ol the Prisott.

New York: Random House Digital,

lnc., 1977,

Pulling Down the Future
ted givens

s a designer, I often find myself drawn to the very edge of what

is possible. Actually, I have always hovered close to that thin
boundary even as a student and have no real desire to move

away from it. There is an ever-present, clearly defined block

of reason defining what is impossible. That weight of impossibility
is 6lled with an unlimited series of excuses and can be quite

exhausting, but with a small shift in logic and a slightly subversive

attitude, the future can be brought into reality and carved into
tangible substance. At lo, we use research as a mechanism to help

pull abstract thoughts into reality. What often starts as a vaporous

idea inevitably finds a fum seat in reason. We examine and explore

alternate concepts in parallel with our projects.

I have recently been exploring and developing the concept of
"Beyond Neutrality" as a core concept for design and architecture.

The idea centers on the notion that newly created buildings must

go beyond themselves through acts ofsupererogation to help

tackle the dearth ofineffective systems and existing construction.

Buildings have to be more than neutral, taking an active stance

engaging their surroundings. Tied to this idea ofbeyond neutrality

is a focus on context, in particular in relation to the probability of
natural disaster. Buildings are often clogged into floodplains and

high-risk areas making them all the more prone to damage and

unnecessary destruction. The most salient victims of improper

development are the urban poor. It is our hope that some of the

concepts we are developing can 6rst be implemented at the lowest

income levels to florm a trick]e up cycle. Often what we are trying
to describe or explore is at the edge ofwhat is possible. There are

a flood of new technological ideas that will help shift the balance

towards a more ecologically responsible architecture. However, a

certain amount of caution must be tied in with this technological
innovation. A blind faith in technology is an invitation for disap-

pointment and unexpected complications. We try to balance the

mutually "liberating and enslaving" aspects oftechnological prog-

ress with an equal focus on simple tested passive solar ideas.
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And so the research becomes a place where we can investigate
ideas of superogation and b ey on d neut r ality in a collaborative
and practical way. tn this way it also becomes a balance between
site, technology, and culfure. At lo, we use a collaborative
design approach to explore ideas involving a vibrant mixture of
architects, scientists, sfudents, artists, and engineers. Ideas can be
sparked by a new technology, a current project brief, or a random
conversation. To increase the frequency ofdynamic exchanges of
ideas we host a number of events in our office. Every four months
we hold an art exhibit in the office. We have recently been giving
a series oflectures on the topic from Shanghai to Brazil. The
lectures provide a great mechanism for sharing ideas with like-
minded thinkers and other architects.

We try to leave the creative gates open as long as we can to see

what drifts out of the unintelligible mass of raw ideas. Often when
we start a new research project we have very little idea about
how the concepts work or ifthey are even possible. But once you
start to apply a rational approach and precision, most ideas turn
out to be quite logical. For example, we are designing a series of
sculptures along a bridge in Chengdu that are designed to clean
the air and will be run by kinetic energy. The sculptures are tensile
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clad objects covered in a series ofphotocatalytic nano-coatings
and filled with a layer of carbon nano-tubes to purify the air of
bacteria, pollution, and dust. Since the cleaning reaction is pho-
tocatalytic, triggered bylight, there are a set of Wlights that turn
on at night keeping the air cleaning reaction happening z4 hours
a day. A set of kinetic strips in the road will power the lights so the
entire system is offthe grid. We are currently in the SD develop-
ment phase of the project, but the original ideas came directly out
ofthe intersection ofseveral research projects. As we developed
the research project, we connected with a series ofscientists and
manufacturers who helped us implement the ideas. Sometimes we
6nd there are existing solutions to what we are trying to achieve
and occasionally we realize what we need does not yet exist. We
are starting to develop some of our own sustainable products with
a set ofresearchers in Asia.

Another project that grew directly out ofour research is a new
S5o,ooo square meter university master plan south of Xiamen,
China. We are currently designing u of the campus buildings
that will finish phases r and z ofconstruction early next year
with an additional zo buildings to follow in phase 3. By this time
next year there will be 3ooo students on campus. The campus is

[@ cataxy yabao project in shenzhen China designed by 10 Design

)#,."""'u'

.i8

-- :_



bound by an assortment of newideas ranging from self-healing
concrete to memory alloys. The university is intended to be
a regional showcase for new sustainable technologies. We are
utilizing the same nano-coatings from the Chengdu sculptures
to neutralize air-pollution on both the facades and under tIV
lights inside the below grade parking structures. We are working
with a companybased out of Manila to test the coatings. What
attracted the client to ro in the fust place was research we were
conducting on algae air filtration systems. The campus adminis-
tration building will test using algae tubes to purify air in below
grade parking structures. One square meter of algae can produce
as much oxygen as roo square meters of mature forest. In addi-
tion to producing orygen, protein is created that can be used for
organic fertilizer. The campus is set in a beautifrrl natural setting
that is connected by three rivers. All the rivers are preserved and
set the basic campus diagram. The result is a radial campus plan
defined by nature infused new innovation green concepts and
advanced technology.

An outgrowth of the campus plan is an architecture studio I
am teaching at HKU. The studio is designing a sustainable He
building for the shipping building company that is the client for

ourXamen University. The HKU studio focuses on sustainable
research and the students'projects are required to produce their
own energy and clean either the air or water. We are working with
a knowledge transfer network in the UK to help identify new
technologies ranging from graphene purification membranes to
using salt as a structural element. The studios provide an open-
ended chance to tackle new ideas. Both the students and our
office benefit from the creative exchange. I am still wrestling with
a project I started back in my graduate studies at Sci-ARC for
the design of a tornado-proof house. After ro years and multiple
versions of the proiect, we are currently talking with our shipping
company about building a prototype on a farm in the US. The idea
for the project was to make use of natural forces and treat storms
and forces ofnature as probabilities, not accidents. Some ofthe
HKU students are taking up the same disaster proof concepts and
are testing using typhoons as a source ofpower.

Tied to education, last year ro sponsored a competition called
"Re-Thinking Shanghai" with a global group of sponsors includ-
ing NCSQ University of Kentucky, HKU, Tongji, Technical
University of Sydney and publishers such as Evolo and Mark to
help push a sustainable dialog in China. The competition was for
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a sustainable intervention along the Suzhou Creek. We chose to

locate the competition in China because there would be a strong

interest from the government and a good chance that some of the

ideas would be implemented. About r3oo people registered for the

competition from over roo countries. There were over zoo entries

with a dynamic range of solutions. The competition proved to be a

great mechanism to strike up a debate about sustainable concepts.

There was a design charrette with the Hong Kong AIA the day

after the awards ceremony that brought together a group ofover

3oo government officials, developers, architects, and students to

test implementing some of the ideas on a real site being developed

in Shanghai. The best conversation was with a university professor

who was certain all of the ideas were utterly impossible. After a

long debate we asked him how he would have responded if he had

been asked roo years ago if metal boxes would be flying through

the air? He then agreed all the ideas would be possible within roo

years. We find ourselves engaged in interesting conversations all

the time. Another memorable moment was with a Hong Kong

developer that would use the air cleaning technologies if we could

quantify that we would only be cleaning the air for his building.

We are trying to shift away from this outmoded attitude and high-

light that we are all in this together.
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A project we are iust starting is for a famine resistant house. The

ideawas sparked after a recent lecture at USP and at NUTAU zolz

in Sao Paulo Brazil. One area that has been in the news recently

due to a number of killings, Paraisopolis, was a key point of inspi-

ration. Itk hard to imagine r6qooo people living on top of each

other in self-made huts directly beside luxury residential towers.

The most powerful and striking image of the trip was a new road

sitting in between a beautiful and spacious green cemetery on

one side and the dust covered burning slum housing on the other.

There is something a bit offwhen the dead have better housing

than the living. The goals for the house are for it to purify air,

water and waste, produce food, resist natural disaster, and grow

itself over a very thin titanium-infused steel frame.

A large nurnber of sustainable concepts and technologies
are much closer to actualization than anyone realizes. There
is a revolutionizing set of ideas on the verge of release. But

due to intensive research necessary in the development
of these new products and technologies and the clients
generalunwillingness to pay lor it, the tundamentalissue
slowing the arrivalof these new ideas is the expense.
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As designers, bridging this gap through our own investment and
implementation is the key. One of our goals should be to help
bring these ideas to fruition through research, built work, and
active community dialog and conversation.

Best to end with a quote from my most influential NCSU
professor, Dr. John Reuert favorite book by Le Corbusier,
When the Cathedrals Were White,"In short, a battle is raging and
no stabilizing treaty is in sight. One foot is stuck in the thick
clay of the past looked upon as a reassuring truth, the other
foot is in the air, looking for a place and way to set itself down"
(LeCorbusier, ry42).'
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Design Fiction and Science Fiction
bruce sterling
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'm a science fiction writer, and I admire design because of its
differences from my own craft. Design is attentive to the user

and engaged with the grain of the material. Science fiction
doesn t have any "users." Being fictiory it has an audience.

The grain of the material is a major stumbling block in science

fictiont native pop metaphysics. So design does certain useful

things that science fiction can t.

Try asking specific, detailed, practical questions about a transcen-

dent wonderment. Itt like salting a snail-the science fiction
genre will instantly recoil into its stony house of subculture. How
does a great sci-fi wonderment integrate itself into the texture
of daily life? How is it used, maintained, manufactured, stored,

shipped, and scrapped? Nothing pops the space-balloon of"cogni-
tive estrangement" quite like figuring out its business model.

Whywould anybody spend a lot of time carefully designing

objects and services that don t yet exist-or that can't possibly
exist? There are niches where this activity has gone on for years

now-props in science fiction movies, especially the so-called
'diegetic prototype"-but they're just props. They're generally

there to dress up a set, like the costumes do. They afect reality
about as often as a movie costume becomes a real-life fashion fad.

That is to say, sometimes, but not on purpose.

Design fiction has some purpose. As "fiction" goes, "Design

fiction" isn't all that entertaining. It doesn t narrate and it doesn't

have plots, dramatic conflicts, a narrative arc, a climax or a

denouement. "Design fiction" thatt too funny, too entertaining,
isn't design; it's all sizzle, no sausage.

As a form of entertainment, design fictiont worst weakness is that
design isn t fiction, and therefore lacks a natural audience. Design

has users, not viewers. Who d watch a movie consisting entirely of
props? Thatt just not'tinemal'
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Bruce Steflingis awell-
kn ow n s ci enc e fi ctio n autho r,

blogger and organizer who
h elp ed d efine th e Cyb er p unk
mouement. Stefling is well
known for his neologisms,

some of which, like slipstream,

have been incorporateil into
our comrnonlexicon. In zoo5,

Sterling b ecame " u isi onary in
residence" at the Art Center
College oJDesign in Pasadena,

ColiJornia, and in Septetnber

zooT he moued to Turin, ltaly.
He ako trauels the worlil
ext ensiu ely giu ing sp e e ch e s

an d ott ending c o nf er en c es.

Sterling's hurnorous and
insigfiful essay focuses on

the attraction and pitJalls oJ

designfiction.
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As scbnce frcHon has grown older, this has
become quile a large technosoctal arena-the
ever-growing world of the formerly-imagined.

Design fictions lack an accepted way of introducing themselves
to interested people-the design-fiction shelf at the bookstore,
the design-fiction room in the gallery. These showcases don t as

yet exist. So design fictions commonly appear without an invite
as jokes, parodies, pranks, provocations, interventions, or mute
critiques. Their largest medium to date has been Internet videos,
where they scrape out an unpaid existence among the cat jokes.

Ifthey are too convincing, then design fictions become hoaxes,

wicked deceits, acts of cruelty by fraudsters. At the other extreme,
ifthey're blatantly absurd, then they seem like trained ingenuity
perversely wasted on thin air.

Sq it's indeed a dodgy territory. However, so is the landscape

between science fiction and "things that are no longer science

fiction." As science fiction has grown older, this has become
quite a large technosocial arena-the ever-growing world of
the formerly-imagined.

Objects and services drift out ofthe lab and into public view all
the time. Nobody is in charge of this perilous transition, from the
formerly-visionaryto the everydayhere and now. Nobodyhas the
duty of removing the bubblepack of sci-fi wonderment. There's

no check-list for de-fictionalizing a real thing. Theret no coming-
of-age ceremony where we can say that a speculative product has

matured and become an everyday citizen of our material reality.

Design fiction is one area where one can deliberately play with
this large and interesting problem. You can do something about
it-make something that lives there. "Design is a method
of action," as Charles Eames used to say. Design fiction isn t
storytelling, itt an activity.

A science fiction story written by five authors is a farrago.

However, a design-fictional object visibly improves when it's
created by a multidisciplinary team. Design fiction brainstorming
can be a very illuminating workshop experience even when no
designed object results. To create a design fiction is to engage in a

strategy session. It's a constructive discussion ofconstraints and
possibilities. The most brilliant design fiction objects live right
on the membrane of possibility, skating along gracefully on the
tension of disbelief like water-striders.

Authorial fantasies are private dreams deliberately published but
the boundaries between conjectural and actual belong to every-
one. Whatt far out, what's hype, whatt real?

Those boundaries are socially constructed, as anyone whot ever
lost a patent lawsuit can tell you. Alexander Graham Bell invented
the telephone. Bell spent years in court proving that fact repeat-
edly, and yet is still challenged about it. Furthermore, when
people say the word "phonei' now they generally mean a mobile
lozenge in their pocket-a digital device with only the most
tenuous, historical connection to the Bell wire-and-diaphragm
contraption. So wheret the "real" phone? The real phone isn't a

patent drawing, itt a consensus.

Objects and services are inherently unstable. They evolve and
decline, they slip in and out of existence. Whole systems of pro-
duction, like Communism, can crash and be composted, carrying
hosts of their material objects into the dustbin of history. Material
culture is surrounded by twilight zones. Design fiction is a way of
acknowledging that and grappling with it directly.

So, why do it? Well, why not do it? Design fiction is a way to probe
reality. What is reality and how do we distinguish it from the

unreal? What is becoming real, and what has ceased to be? There's

"':':';'. :':':':':':l
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nothing new under the sun, and yet every morning is an unfore-

seeable adventure. Reality is both banal and a profound mystery.

Theret infinity in a grain ofsand, but nobody sitting in a sandbox

experiences a billion infinities.

I'm a science fiction writer, so I'm used to these figure-ground

paradoxes. They don t alarm me. I enjoy exploring them, experi-

menting with them, but an 'experiment" needs some rigor and a

methodology. Lazy speculation doesilt stretch the mind. Design

fiction is a method of action. Itt a way to bring back coherent

results, share them, show them around, learn more, trybetter next

time. Itt a near future laboratory, not iust a sci-fi rumpus room of
hand-waving metaphysics.

My creative life is all about the elasticity of this territory. I like the

arenas where the real and the unreal blend in unplannable ways; I
like the fact that we lack absolutes, that our credulity is a slider bar.

Today, we're in a world where prototfpes are easy to publicize;

we're in a world where old boundaries between conjectural and

actual are visibly breaking down; we're in a world where our

progressives are fearful conservatives, while our conservatives

are frothing radicals. Thatk how things are these days. I find that
design fiction helps me in such a world. It orients me, it gives me a

nifty set of rungs and pitons. Design fiction improves my life.

ln tlre ctiarkened haze ot fuh.rity, its a place to camp
and eat a wateflnelon..
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Buckminster Fuller was an internationally acclaimed architect
and systems theorist, His concepts and ideas on architecture were
influential in the early development of the College oJ Design at
NCSU, involving students and proJessors in the development
oJ his geodesic dome, the most Jamous oJ his architectural
contributions. This article first appeared in Volume 3, dealing
withthe subject of changing agricultural technology and the
role that architecture could play in agriculture.
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PiouEcr FoR NoRTH cAnoLrNA srATE coLLEGEEY R. B. FULLER - 4 wEEKs sEtatNAR

The Architect ond Agriculture

\Vhtn rrc eaguirc shc&cr \irc rx, cxp*nd thc function of thc architct bcyond his populady rccognizcd

h*C *r" erc irnqrredi:tclv coofrontcd with tlc &ct that his tasLr havc tecn cs*nrially urbal and ruburhn'

'*t 
;;;;;;; Amcrica's tum building has bccn dcsigned by architccts' Despitc thc &amatic

bulkiag;;;;;ir*n *", thc Arncrican farm building onstitutod' 
-until 

rcry nccndy' by f*r thc

larg*t poaion of Amcrica's tnrilding. It is unhir to thc conlmporary crudcnt of architccturc to concludc

.t" r*'i r.*:--,lrl]r*o from srruchrtrs sirnply bccausc architcrts oI rrccnt gcncraticns havc bcca

t*U t ;;;lJi ,ll*"cial, ornatc and luxurious ways. lacrc is an iacrc.asing accchrrti'on of archi

tectural pca*ratioa into thc rcmotc pkcs. sman glass box i,*lrngr appcar with incrcaring frcqucnrl in

uttcrpoctdly ;cmotc placcs.

Tlris appearance is c*rcarially an cxpansion of urban and subur&aaism sod irs luxurious stead*rdr to scrve

urbnitls in their rsircmcrr, vacadonir:g or thcir ,..o,,a'o vocatioorl i{utscnl (rie} bueincss gcntlcmcn

e*ttt' ;; 
"}."; 

farmcrs' cbildrcn '"*"' 
*- *rtg" impo'tiug .o tfu (*rm thcir sw* modcrn

*O* 
"0"*U"*"t"?;; housc nor fx ksn,fr. "ia 

frfforif"tm housc" T?ris too ir lorrowcd *rbanisr:'

rr.. a*;;;; il* * lcsr *un onc pcr ."n. u, cascs, &rmcc do not, catl oa arehitcc* to hclp

*r *r-i?'ffiffiffi;;;;;.r* r.*"no.atv thc profcssional dxigncrs-but dris

p'"f.rri"rd ;r;;';r. Tlrc cnginccr war not usually crnploycd dirccrly by.thc farmcr' Hc w;rs ctn-

proycd by indusry or cou,,ry, st.tc or r"a.r"r g"r**t"t' Tht t'gltrt'" woacd not in thc tcrms of aay

t5
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ffirtffi:Y ;;i:T.:::"', 
idiosyneracicsu isnorance :rnd einotinnat defieicncy p*uerns, as thr archirect has

{ppa,"m, in,hc rcrms 
", ",xxi: :fi fi,fr1,ffi::TJ:.:, ;rffiff ;::ffi, ffi:cf cvents" charaeerieing the seasaaal, geographirxt, biological, er, <Iillerenccs in agricultural luncrionr.xnginccr* rhus camr * *"Ytt. al unprctedcnted rcgrnerativc cvolutian cf &rm toolr. par{onnafrcc pcrman hour' continually anrplified i,, all mcasurablc diircrions of involved quamitkr anrr qualiri**. Thc coa-vcrsi*n of ,,rluml enetgy ilrcome and inventory in,o rnan-preferretl metaboric pattern$ has a;*ays co$rritut-

X,::i.f:f;,:*r:?-arrcous 
prioriry schcdute oi t'e farmer. Hc aiant sy it thsr way. He didn,r

unhrniliar vorabuhrics. *,*ot 
*"tn tcnded ro kecp him remotc fram his fellow men a*d supicious cf

pra,pcr. Hc led tbe "n-,",.11:;1ffi? l;il.ffi XX**;f* jlJ,*
rnent in the new rnachinrry" too r*ge a p'uro'tio'or th. .r.=uing rncxbalic incrcmcrt oI thc nex, *a-
;f;il:;f;l',:';:,throu8h i*".",'or., 

"ni ,.*r. chargcr to pay &r *n erpanr{ins urban bank-

augmcntaricns rhrt ccurd &':"1i 
by the &bt scrvicing li'*t' oi rh. ;; ,.*lirn* thc oornglmcntar!

shcrr poolins, *,, *;r i".*uulll.bJ"Tffil., fiI;#::::xl;
turc ro *crve him with an imrcaringly ,uurrrhl* *ii,
l*y"ld: h*d condnoary i***d ir* il;;:T::: j;:.* ilrl};m::x*Jr:linyolved him in evcr largrr pattcrnr, *c ramiGcations ocramenq rra* and counry p*yrolls, rvhox funedonr."lrl:ft:n 

* yas uttcrb isnor*nt Faginccrr or goY'

rervati,on, cam. ro rtir *a'"J ,il" *-:::::'::: 
rchtcd inherendy to the largtr patt*ns of rcrsurcc .on-

rcertablisc,. 
x rhe fundament*l cnelgy harvcsting funcdon esscndal to rnan"r rurvival rras

Characteristic of rhc rc<ovcrcd agricultural cquilibriurn
piaurc o{ thc rrrrnsca;ry nucrear srouping ..;;;'"$i;-ffTx,*:,1: ;:rXX, _xr*rrcrc rhc took af pknti*g' cukivari*g' ;,*il;;; a*oit nrio,, convoy. I-rrge and sound &arnq silot
ffi'::;Silr*",:,f;:^::* grain llinq ;;; "r above *re skyiinc or tf orcrr:ds and ohadc tre*s.
'-too largc to bc efiordcr! ctngs 

werc randomly intersperscd with largc *r*,r". 
"i"*u portable rnacbi.s*s

:mr*:m ;::- 
::!ix'"ffi ;, fi.*ffi 'L*ffYl*rfi{.rxi

t r* or privies,' ;;i$ I"H *:I'IJ:;,**::X tX***:lffiX
X:'***j*:itr ffiHl; :nffix f 'lhc 

rarrner 
". 

;; n;; J,n- *** r.morcrc$

16 

"-_ s.ser.rsrr rsvorverlrent minirna of thc iocrcasing dq4n&ncc upon *a.il-
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dusrrialization gamut of function augmcnting &cilitics. This acrcagc 
1in-imr.has 

condnually advanccd in

thc last 20 ycars so that, though millions morc acrcs r,rr'. u"t" put i'n&' farming rhrough thc us'A'' tkrc

arc a miltion tess farms now opcrating. This rncans ;; ;. samc kind of mcrging that took place in thc

indusdal city's corporatc s*ucturcs throughout tht zo' and 30s was coming to charadcrizc thc cconomic

patrrn of thc besic cnagy incomc harvcsting "f 
,h" f;;;' This is ro sey that industriatization itsclf which

i. ,h" p.i".ipl;ffi 1Uf,"rlor of thc *tot. ,npr.ii.rcd by thc bchavior of.any of thc parts) is sprcrd'

ing throughout the IanJ rcquiring a scicncc ,,rn,.gi.i,""t *o'k opcration in shunting thc cncrgy iocomc

into a world wi& distriburivc pattcrn.

With this cvotudon, ccnain changcs arc disccrnebtc as we cntcr the 6rst ycars of the sccond half of thc

twendtrh century. Most physically norablc is th" .lirrpp"urrnrc from rhc applc orchard and farm yard o{

thc rccumbcnt inscctivc machinery that could onty l.'u"a by any onc farrncr,for small prccntngcs of thc

days of thc yar and whosc unprorcc*d rccumbcnt days involued rtc"lcrating &tcrioration by tlrc chcmical

proccsscs ol unenticipatcd inexorablc encrgy cvcnts of naturc' As onc now spccds oter thc frrm linking

suPcr highways of thc wcst, ar avcmgc t.rtfic c,'i'ing vclocity of o,c mitc pcr minutc' thc studcnt of cvolv-

rng pltrcrn will notc that most of that formc;y ,".u**n, marhincry moy now bc redisco*crcrJ' ,,s yct rc'

curnbcnt, but dozing barrccn high frcqucncy cmploymcnt, on thc Ptatforms of trucks comprising rrmy'

likc *.ar"n, ;;;;*w gcncration cnterpriscrs' Thc nc,u dynamic pottern is onc in which largc rner-

gers of farm arc.s arc scicnti'cally partcrn routed and conrrved and arc mcchanizcd only by t[,. looh

which havc suf6cicnt "*pl"r*.*',. *rr"n, thcir inhibirion into thc {arm nuclcus' T?rc dynamically cvo-

lr,i"t B;;;;t."i 
";.; 

is consranr, relati'c to which the accclcratcd mobilizalion o( thc largc *asonally

cmPloyed tools is variably applicd, Ttrc machincry can fotlow thc discernablc gcogmplriccl motion of thc

tlrcrmal latitudcs o"a i" ,"nipo.rrily augmcntcd in its funcrioning by migrant harvcst workcrs' Thc migrrnt

workcrs will bc incvitably displaccd by mechanical harvcsting ino thc mcrabolic stabilization channcls of

dep freczing, ctc. as thc ncw rnobilc mochincry cntcrpri*'igin' to dcmonstrarc-what thc minimum frc-

gucncy of usc levcls arc which charactcrizc break+vco point bawccn cncrgy. incrcmcnt loss and gain' Ar

thcr ncw controt magnitudes o[ thc dynamic proccsscs bccorrrc di"trnrbh' scicncc and tcchnology will bc'

comc accrcditcd, whidr will closc thc gap bctrvccn thc mechanical intcdudcs' crcr lcss c{cctivcly scrviccd

by manual opcration.

It is intercsting to notc that, though thc philooophy of cconomics and govcmmcnt which conrol thc lands

of Nonh Am$ice aud Russia ,r. Irorn.dly, on both sidcs, in diamctric oppcition, thc cvolutionary pncm

of maa,s fundamcntal dcaling with naturc has bccn unwitdngly congr$€nt in both lantis' Entircly rcmotc

trporting intclligcncc scrviccs givc unwittingly idcntical diJ**t of thc cvotution' in both landg of thc

merglog of farm groupr into n r* nod largcr scicntifically managcd pttcrns-whosc high poinq sdrsoMl
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li:"J:;I#:iHil::,-:ff;ffi:* -uhs;n two dirrcrcntiatcd s,o,F or a) machiaing

X;I:H:*:,":;lf ,;#";:;ff ':IHIHJ*'f .:Hf :.*ru;
It is rmantically notabtc
cnginctring in .ont"adirti, tt 

thc lrrgc pan playcd in all.this encrgy shunting and varving cvolution, by

Xf *.g;,1;;:;"ilil*'*,ffif tliffil**r:*:m::;r1.fiHnouo form in ir obiccJvc idcntity .hrchitecturc.,, cs' wharcas thc subioctivc idcntity architect has only a

Iii.ffiJl,#,,i*T:':;:ffi-:i,]frt::coniurc upa mvrhd orporcntirr invcsrigadons
*:"-ot uncons"ious supcrficiat nrp*,, oi ;;il; 

architccturc wc coniurc uo only a revicw o[ thc on-
and chargc r ,o noot.,r*, *rtr"rl*i'rllt f":: ^*:.'9 whet may bc. we recoil spontancousry,

lncrftiar ampcring. rr;;:,;*J[:t::'.|fiil:f as.."architccturi"#ln* 
inhcrcntry con,otcs

sbrunk, not bccause or lnr,.*ot il; I-'T.]T:'"." 
of 'architcct" had, during thc last hatf milcniurn,

lr*m: f*'*,;,**"i:", itffi :r* j*.tr#;i*"x;*rtr 
r#:

;t,:*ruir.X##fu ;;.,..;[u;x]:,l:];:*:r"r.H*:ffi :
rcgcncrativc function in univcrsc. -- idcntifiablc p..tr,,ns of responsibly iaitiatcd man

1. y" word dercription of thc function archicctq

*I::;X,Xffi 1--^:*1"+.**,,*;,:ryif Xff ffi';*'fl l?:::*ffi :;
11 

n:Tto* .",r*,ri*1jilffi:l]l#Ti'1 1".*n,..*'." *",I*r rcporting and anarysis
of 'brchitccr." lus PurPorc ot rcgaining awarcrcss of tlrc inhcrently brad funcdon

f;::fili,lffi::t-:"icd to thc rarm pottcrn bkcs gognizaocc or discernabre potcntiars now cmcr-
o3*o ll *- ;;;;;;;f 

-ffi||ff::o"jl3, *.I1, or y..t.d"f-"f ,n k o away and dis-
uliag of incrcmcnt wrgc distributio" *.rri"* I 

*w asociations' Thc modulation of thc cconomic scLc&
volvcmcnts of thc indiiiduat totr, u, p.oaJ;, *"rJ:::l .*":' which anticipatc totar rifc pattcra in-
crnploycr workcr invotvcrn*, 

";;;;;;il::"cr 
wlrcrcin daily and wcekly ard.*ptoyro*t r'd

timc cmphasis. il;;l; il,X*1"fi;':ffssociativc **t**, ilorving anmrar and rirc-

r g 
---* r':vgr'J ra.s ot spccialisr as cr",tsmcn, tcod to t cl ofi at highcr
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ovcratl sundards as thc cratu arc inhibitcd within thc dynamic octwork ' :::::f1fifr",:;:r:l:difi*.".i.bil;ffi; 
io estronomicel numbcr "r,h.v "," 

.nkcn orcr 

"."i;;r;;rn in.rloringty
*unt"**o[l"i#',o', *,.rr", as a whorc,,,- ng.i,-' a.cim11]c1'lvc or

wi& var'rcg.f -.-;;J;;L*, ,on,tu., ioo thc mcchanical comPrca'

comprcrrcnsivc &signing disccrns, for instancc, that ficld rotation of frrm land in,PolY'annual ,thcr than

ann.el cl,clcs can bc cfic-crcd by gcomerricat controls. ,r",i.""itt-t nrcindrrsu,nl 
flrm Pattern' thc brown

::1o:ld;;;;";'q;;inrur",,r,"*:,0.'J:j#.":**f Xt*;.,::::l':J"Tltach of thc active ictd. To comprchcnsivc dcsigning it hrs bccn. otsar'* -rt 
l"r.rrlly cquidistant poinls

it would ;;';;'.ilu-. ,. triangulatc au arablc land, bv instatling' '.t--lill, -*r""ical asscmblics

- l.* *fi '**,:.'"'tx'::'* il"f;}fr;,;.5}#ffi ffi ;i fl+:anaccd, rcladvc to rcspoctivc bascs by rhc boom actioo' 'lhc 
':t" ::,:.;-"rcs would support appropriatc

t' *;;J":;#; functions o[ thc booros whilc the ma$ sructurcs-wc

crcrsctic cnvirouncnt control mcans such as sitos, "r"::::.,*,"'"-:Y:::;""iliif;j',:r1',i:J;
::*tr*::'I'ff: :f i'rl3'il;:T'|:"':::''"""""""; 

crncicncv and conscrva.

tioo.

A hoot or potcntiars or comprchcnsivc dcsigning ,T: 
ffiIj,':,.il1;:T:il'1 

','#*:'i.lll1";"';
Prromincncc thc erpanding potcndals o[ thc rcnrxcn:r';;;';.. 

pcrronagc o[ r scicntificrlly comptcnt
houglu about by iir""ra .i thc ptimary assumption ""ffi;;;;J.."l ,nd ,ubpoucrn'c"olurion rnd dc'

anticiparion of thc femily of fac@rs systcmadcally char

sign inrcgretioru

[m:l;:#:*::.]T:,?',1n:'i;;.1fi ;li1[*ii*i";;;
Hm yf.i,.:::1r"';trJ;:':'1,I. ;":";n'g'or ao"n'brc 

- 

potcndarq proccsing a

schacd nurnbcr into indusuirl prototyping ""a 
i"a'o'n 

"rtii"i' 
'y"trt"ti'"tion 

with cqual cmphrsis on

thc individual and syucrgctic functioning of thc group'

Natural collaboration with rhc Agriculturat and Enginccring &partmcnts prior''rluring and aftcr thc projcct'

w,r tarrc edvanogc,,n" 1llfl',I **1 ;,,;"1':ij;ll:'*:*;l"J,f:, "H *T lffi .

rucns in thc &vcloprncnt of thc Cotton Mill Sudy an<

R' B' FULLER' Visiting scminar dircctor

l9

91

lr
lx.

lr

t,
c
F
F
tr,
n



92



Art tends not only to discover the
truth but to exaggerate and finally
to distort it. And maybe in this
distortion lies the essence of art.

-Matthew Nowicki
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The College of Design wishes to thank the following donors for
their generous support of The Student Publication Campaign.

Without their commitment we would not be able to produce this
important publication.

These gifts and pledges were inspired by a substantial challenge

bequest from Fred and Bobbie Adams.

Special thanks as well to the Publication Campaign Committee
led by Steve Schuster, FAIA, (rgz:) of Clearscapes and David
Ramseur, AIA, (1968) of RPA Design. The committee met from
2ooo to zooz and includedJohn Cort, AIA (1967), Ligon Flynn,

FAIA, (1959), Don Lee, FAIA, (196r), Wes McClure, FALA.,

6s6s),and Lloyd Walter, FAIA, (196o).

lf you would like to make a gift to the Student Publication
Endowment please contact Carla Abramczyk, Assistant Dean for
External Relations and Development at (9r9) Sr3-43ro or
carla_abramczyk(Dncsu.edu.
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The Student Publicationbegan as a tribute to Matthew Nowicki
after his untimely death in r95o at the age of 4o. His influence and
inspiration as head of the Department ofArchitecture inspired the
students to create The Student Publication in his honor, and so the
first issue focused on Nowickit contributions to the College, the
University and the field. Through the process, students realized
the potential and importance of such a publication and collec-
tion of voices, that they continued the effort, focusing on timely
and important issues in the field and inviting some of the most
important and influential designers of the day to contribute letters,
projects and articles. Such luminaries included Le Corbusier, Mies
Van der Rohe, Buckminster Fuller and Richard Saul Wurman.

Between r95r and 1985, 58 issues of T/re Student Publicationwere
developed. From r985-z ooo the Publication took ahiatus, but
in zooo it came back full force with the issue informally known
as The Phoenix. Since then, working with an editorial advisor
and committee, students have developed the theme, invited
participants, curated, edited and designed 8 issues.

ln zorz The Student Publication was incorporated into a course on
design writing, editing, curating and publishing. The zorz team
worked diligently to establish a new model fo r The Publication that
includes a robust archiving plan, distribution in both print and
online forms, and a strong promotional campaign that connects
The Publication to emerging topics in design education, practice
and thinking.

Publication Campaign

NC State University College of Design
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