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How to use this resource

Each chapter opens with the
Study Design reference and a
list of the key knowledge and
skills covered.

ign problems

The book contains many
examples of VCD student
work, to inspire you, and

/
—_

show what you can achieve. ™

Instruct boxes provide
you with guidelines to help _—
you develop the skills and
knowledge required to meet
the Outcomes of the Visual
Communication Design
course.

For those times when the
first step 1s the hardest to
take, Embark boxes provide
possible directions and ideas
for new projects.

Further reading boxes

list additional reading or
helpful sources you can use
to improve your knowledge,
skills or understanding of
visual communication design.
It includes books, journals,
locations and websites.
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Chapter openers also have
a chapter overview, and a
diagram of the VCD design
process highlighting the
sections addressed in the
chapter.

The coloured sidebar assists

<« 1n navigation, and includes the
VCAA inquiry question the
chapter is addressing.

All the key terms have
glossary definitions in the
margin of the print book, and
available as pop-ups in the
interactive version. They are

also gathered in the Glossary
at the end of the book.

Margin arrows alert you
to places where content

1s covered 1n more detail
in another chapter of the
textbook.
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Videos to enrich the /

learning experience can
be accessed directly from
the print textbook by
scanning the QR code in
the margin. The videos
are also embedded in the
Interactive Textbook.

Interviews with
designers were
conducted with a
specifically VCE Visual
Communication Design
focus, to provide you
with insights and
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all aspects of the VCE

design process.

At the end of each
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4.2Influence of design

—

/ INTERVIEW WITH A DESIGNER 8.2

Chapter review and tasks

a chapter summary
a set (?f multiple-choice &
questions g
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The interactive version of this textbook
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number of additional features:

an interactive activity (e.g. drag and drop
question) in each end of chapter section
multiple-choice questions made
interactive

some extended interviews with designers
downloadable Word versions of all
activities and end of chapter questions
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overviews of designers

or aspects of the design
industry, to increase
your understanding of
communication design in
the real world.
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extended task that address
the VCAA Outcomes and
help you consolidate your
learning from the chapter
an activity focussing on
the essential question for
the chapter

a task that can be used for

VCAA assessment.
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— & Chapter1
Introduction to Visual Communication Design

Gy K

Think more, design less.

It is easier to talk than listen. Pay attention to your clients, your users, your readers and your friends. Your design will
get better as you listen to other people.

Ellen Lupton, Thinking with Type: A Critical Guide for Designers, Writers, Editors & Students,

Princeton Architectural Press, 2010, pp. 172-3

Aims

VCE Visual Communication Design enables students to:
work independently and in collaboration to find, reframe and address human-centred design problems and
opportunities

apply a design process to discover, define, develop and deliver design solutions
develop divergent and convergent thinking strategies

understand conceptions of good design
develop and apply skills in drawing and making, using a range of media, materials, methods and techniques /‘

manipulate the design elements and principles to communicate ideas and information )
apply ethical, legal, sustainable, and culturally appropriate design practices L
understand design’s influence, and the influences of design in past, present and future contexts, including ——

economic, technological, cultural, environmental and social factors
deliver and receive critical feedback using appropriate design terminology.
(VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 7) 4 A

Overview

Visual Communication Design is a study of visual language used to communicate ideas and messages and
influence behaviours; it is a subject about solving problems through design. The fields of design practice
addressed in this study are around messages, objects, environments and interactive experiences. You will
explore the contexts designers work in as well as the way that they collaborate.




1.1 How this textbook approaches the

Study Design

The Study Design

The new Visual Communication Design
(VCD) Study Design responds to the needs of
the twenty-first century, and moves beyond
design practices that only address appearance,
to viewing the work of designers as part

of larger systems and services addressing
problems in sustainable and strategic ways.
This Study Design asks you to understand that
design isn't often created by a sole designer;
rather, design solutions are co-created, through
a human-centred design approach.

Many aspects of the previous Study Design

remain. You will still:

. engage with a design process

« use design thinking. Rather than three
types of design thinking there are now
two types

« develop and apply skills in drawing
and making, using a range of media,
materials, methods and techniques

« manipulate the design elements and
principles to communicate ideas and
information

« apply ethical, legal, sustainable, and
culturally appropriate design practices

« understand design’s influence, and the
influences of design

. deliver and receive critical feedback using
appropriate design terminology.

New content to this study includes:

- updated design process

« understanding the conceptions of good
design

« human-centred design practices

« circular design.

The textbook
This textbook addresses the four units of the
VCE Visual Communication Design study.

Many influential designers and experts in
the field of design are referenced in this
textbook to support your learning and
understanding of good design.

Viscomm Third Edition

ISBN: 978-1-009-33999-5 Patterson & Saville

Experts in the field of design include:

« Dieter Rams — lead designer at Braun
from 1955-95 and responsible for many
examples of good design.

« Don Norman — arguably the father of
user experience design and known for his
book The Design of Everyday Things.

. the Ellen MacArthur Foundation and

their seminal work on circular design.

The textbook includes numerous ‘Interview
with a designer’ boxes and case studies of
contemporary designers.

Unit 1

Area of study 1

. reframing design problems

- the application of human-centred design
and ethical research

« divergent and convergent thinking
strategies

. concepts of good design, including its
history and Good Design Australia and
the Victorian Premier’s Design Awards

. an introduction to Dieter Rams’ 10
Principles of Good Design.

Area of study 2

« designing for a brand or a business using
human-centred approaches

. the use of visual language

« brand identity

. experimentation of design elements and
principles, media and materials

« copyright and legal obligations

. critiques and feedback.

Area of study 3

« 1influences of design and influences on
design

« factors that influence design including
social, cultural, environmental,
technological and economic

« circular design practices

. drawing for industrial design objects,
including technical flats for fashion design

. rendering techniques.

© Cambridge University Press & Assessment 2023
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Unit 2
Area of study 1

examination of the relationships between
design, place and time

the design of environments including
those where we live, play and work
contemporary and historical design
movements

technical drawings associated with
environmental design

divergent and convergent design thinking
use of design elements and principles,
methods, media and materials

Area of study 2

ISBN: 978-1-009-33999-5
Photocopying is restricted under law and this material must not be transferred to another party.

Australian Indigenous design
design work of Andrew Taylor

.

culturally appropriate design practices,
including protocols for the creation and
commercial use of Indigenous knowledge
analysis of how Indigenous artists and
designers represent their stories and
communicate messages through symbols
and 1cons.

Area of study 3

.

interactions with digital technologies
design of products and services with a
focus on the way users interact with them
human-centred design processes, including
inclusive practices and good design
divergent thinking strategies

use of wireframing to explore
relationships and develop content
Gestalt principles of visual perception.

JJM o
- J,r"l‘( gordells © e

AL /\,CLF)’

Figure 1.1 Designing environments for where we play

CHAPTER1 Introduction to Visual Communication Design

Patterson & Saville
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Unit 3

Area of study 1 . practical exercises in the fields of

+ interviews with nine contemporary design practice including messages,
designers objects, environments and interactive

. analyse, evaluate and compare contexts experiences.

and practices used by contemporary
designers in different design fields of
design practice

Figure 1.2 Some of the designers covered in Chapter 8: Kayla and Piers Mossuto, the founders of Precious
Plastic Melbourne; Randal Marsh and Roger Wood of Wood Marsh Architecture; Georgie and Alex Cleary of
Alpha60; Nicole Monks, multi-disciplinary artist and designer of Yamaji Wajarri, Dutch and English heritage

Viscomm Third Edition
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Area of study 2 + brainstorming and .
synthesise put

« ways to analyse examples of good design generating 1deas separate components

- analysing how visual language is used - methods and techniques together to form a single
when producing messages, objects, « design elements and piece of work
environments and interactive experiences principles

. ways that designers respond to purposes « documenting work through annotations
and contexts .« critiques.

« the type of decisions that designers make
regarding technological, economic, Unit 4
cultural, social, or environmental factors. ~ Area of study 1

Area of study 3

. introduction to the SAT Folio

« ethical research methods to identify
problems or opportunities

. divergent thinking strategies

« primary and secondary research

« ways to synthesise research

1.2 The design process

ways to critically reflect on feedback
refinement and evaluation

use of methods, media and materials
the pitch.

Area of study 2

the submission of your final presentations

for the SAT Folio.

The VCD design process model is based
upon the Double Diamond model,
developed by the Design Council (UK).
The model is made up of four phases and
students are invited to work through each
phase, sometimes returning to phases when
working through design problems. The
process 1is iterative and there is no required
amount of time to spend at each phase;
indeed, students may spend more time in
one phase over another depending on their
needs.

When working through the design process,

you will generate:

- Design ideas — produced during the
early stages of development, drawings
and prototypes are experimental and
rapidly generated

. Design concepts — these are produced
during the middle of the design process

and have been through convergent
thinking strategies with evaluations and
in response to feedback. Design concepts
incorporate informed selections of
design elements and principles, together
with carefully chosen combinations

of methods, media and materials.
Depending on the design field, design
concepts may include technical drawing
conventions

Design solutions — these are

resolved solutions using presentation
formats appropriate to the brief. Final
presentations may include documentation
drawings (including the use of
conventions where appropriate), models,
concept boards, mock-ups, or high-
fidelity prototypes. This subject does not
require students to produce functioning
prototypes.

CHAPTER1 Introduction to Visual Communication Design
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Debine

Synthesise your veseavch using convergent thinking
strategies, making sewse of Aata amd inbormation
collected, veview, categorise amd £ind patterus in your
Aatan amd inbormation, identily cliewt's needs, vefrome
the Aesign problem, write a briet that addvesses needs,
puvposes, contexts, andience ov usevs oamd comstvants.
These become the Adesign cvitevia that you wovk with.

Y

Discover Define

Divergent Thinking
Gather insights

Apply research methods
Explore stakeholders’
needs, perspectives &
experiences

Suspend judgement
Keep an open mind

Convergent Thinking
Synthesise data
Review, categorise and
summarise information

Establish design criteria

<eweessesesesceeoooooo - DESIGNPROBLEM - ---

Re-frame & target problem

sewesssesTeesceoooooooooo o DESIGNBRIEF -----

Develop

Divergent thinking, seek amd amalyse Lurther
inspivation, genevate ideas, brainstorming, vapid
Avawings (itevate, itevate, itevate) and making
wmethods (low-fidelity prototyping), create, vecveate
and vecreate again, expeviment with Aesign elements
and principles, using o vamge of methods, medion and
waterials. Aunotate Aesign Aecisions. Alwarys vefer to

the Aesigu briek.

v

Develop

Deliver

Divergent Thinking i Convergent Thinking
Gather & analyse inspiration: Critically evaluate ideas
Brainstorm Refine concepts

Test, iterate, evaluate
Resolve final features &

Generate imaginative ideas
Draw and make

Create, recreate, details
experiment Choose presentation
formats

<eeesssesesesoeoeoooooo- - DESIGN SOLUTION - - --

\IGD DESIGN PROCESS based on the UK Design Council Double Diamond model

1

Discover

Gathering nsights into Aesign problewms ov
oppovtumities, topics, thewmes to fiud communication
needs worthy of solving. Use humam-centved
vesearch methods (wvolves Hhe stakeholders).

Use Aivergent thinking strategies to assist vesearch
amd use a wide vamge of exawmples. Keep your mind
open to all possivilities, Aow't walk nto the Discover
phase with preconceived 1deas e.g.: | wamt to Aesign
alogo amd & night club.

Figure 1.3 The VCD design process

Viscomm Third Edition
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Deliver

Convergent thinking to critically veflect ow ideas,
vefevving to Aesign critevia in the briet to sclve
problewms, vesponding to cvitiques ov the pitch (Units
3 & 4), creating Aesign concepts for further testing,
itevations omd evaluations continue. Use Aesign
elements and principles amd methods, media oma
watevials with move expevience ama polish to

present fimished Aesigw solutions.
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1.3 Study specifications

The VCD Study Design addresses important

study specifications that are relevant to

all four units and can also be examined at

the end of Unit 4. These specifications are

addressed throughout the chapters in this

textbook and include:

« visual language

+ visual communication practices

« design thinking

« the VCD design process

. design ideas, concepts and solutions

- methods, media and materials, including
drawing

. design elements and principles and the
Gestalt principles of visual perception

« fields of design practice including
messages, objects, environments and
Interactive experiences

« Aboriginal and Torres Strait Islander
histories and cultures in design practice

« intellectual property and copyright.

Visual language

Visual language is a form of communication
that uses visual elements such as images

to communicate meanings, ideas, or
messages. Visual elements can include but
are not limited to pictorial, symbolic and
typographic elements. Visual language

may be easier to describe and use when
addressing fields of design practice
belonging to messages and interactive
experiences. However, designers of objects
and environments also use visual language to
communicate their ideas and design work.

Design thinking

Human-centred design and circular design
practices complement each other and are
best informed by design thinking. This study
looks at divergent and convergent design
thinking, which the study design defines as:

Divergent thinking is open-minded,
curious and imaginative. It suspends
judgement, focusing instead on the
multiple ways a problem might be solved in
unusual or unexpected ways.

CHAPTER1 Introduction to Visual Communication Design 0
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Convergent thinking is analytical, critical
and comparative. It seeks to summarise,
categorise and synthesise information in
logical and efficient ways in order to clarify,
re-frame or resolve problems.
VCAA, VCE Visual Communication Design
Study Design 2024 2028, p.12

Methods, media and materials
Methods

Can include but are not limited to:

« drawing
« collage
. printing

« photography
« model-making
- prototyping (low and high fidelity).

Many of these methods are covered in
Chapter 3 and revisited in later chapters.

A special mention about drawing

In VCD, drawing is divided into the

following categories:

- Developmental drawing — used to
visualise design ideas and can include
rapid, informal sketches, can be digital
or manual, can be rendered, can include
schematic diagrams, ideation sketches,
storyboards, mock-ups and illustrations

« Documentation drawing — used to
define and record technical drawing
specifications and can include 2D
drawing (floorplans and elevations,
orthogonal drawing, packaging nets,
technical flats) and 3D drawing
(1sometric, perspective, planometric)

. Presentation drawing — conveys
resolved design concepts.

Detailed information about drawing is
covered in Chapter 4 (isometric, perspective
and orthogonal drawing; technical flats;
rendering) and Chapter 5 (plans and
elevations; planometric drawings).

© Cambridge University Press & Assessment 2023
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Design elements and principles

« Design elements include point, line,
shape, form, tone, texture, colour and
type.

« Design principles include figure-
ground, balance, contrast, cropping,
hierarchy, scale, proportion and pattern
(repetition and alternation).

- Gestalt principles of visual
perception are a proven theory
based upon the way that our mind
perceives, interprets and organises visual
information. In this study we look at
proximity, continuity, similarity, closure,
common fate, figure-ground and focal
point. Many of the Gestalt principles
overlap with the design principles as they

similarly describe the organisation of

Figure 1.4 Combining manual and digital methods:
amono printed fish image on handmade Japanese

visual language.

paper was digitally applied to this tote bag. Chapter 3 goes through the design elements
and principles in detail, and they are
Media specifically revisited in Chapters 7 and 9.

Media can include and is not limited to:

« manual, such as pencil, ink, markers,
paint and analogue film

. digital, such as software, apps and online
platforms used for graphic, game, or
interaction design, web development,
concept art, illustration, 3D modelling
and rendering, photo editing and
animation.

Media is discussed in Chapter 3 and
revisited in later chapters.

Materials

Materials can include and are not limited to:
. paper

. card

. textile

. metal

. plastic

. glass

. touchscreen or digital interface.

) ) ) Figure 1.5 Understanding how to use the design
Materials are examined in Chapter 3 and elements and principles as part of visual language is

revisited in later chapters. important to this study.

6 Viscomm Third Edition
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Fields of design practice images and type, as well as additional

The VCD Study Design focuses on four elements such as sound and animation.
fields of design practice: messages, objects, When developing visual interfaces, students
environments and interactive experiences. are not required to produce functional

Case studies and activities specifically prototypes. Chapter 7 has a particular focus
identified by field are included in on the design of interactive experiences.

Chapters 8-11.

Messages

Messages look at design projects including
brand strategy, wayfinding, advertising
and social media campaigns, visual
merchandising, publications, signage,
illustrations, printed collateral, products
and packaging. Designers that work in this
field can be communication or graphic
designers, art directors, interface and web
designers, illustrators, and those working in
advertising, animation, or visual effects.

Objects

Objects look at design projects including
products and packaging, furniture, fittings
and homewares, transport, appliances, tools
and machinery, costumes, toys, devices and
displays. Designers that work in this field can
be industrial, product, graphic, furniture,
jewellery, textile and fashion designers.

EnYI ronments . . Figure 1.6 The study of environments looks at more
Environments look at design projects than just houses and buildings

including residential and commercial
buildings, interiors, performance and
exhibition spaces, parks, streetscapes and
gardens. Designers that can work in this field
include architects, landscape architects, urban
designers, interior designers and stylists, set
and event designers, exhibition designers,
game designers, concept artists, animators
and visual merchandisers. Chapter 5 has a
particular focus on environmental design.

Interactive experiences

Interactive experiences look at projects
including customer touchpoints, wayfinding
systems and interfaces encountered in
physical spaces or on digital devices including

apps, online platforms and social networking

services. This also includes the design of Figure 1.7 The design of interactive experiences
layout and relationship of icons, symbols, involves a human-centred approach

CHAPTER1 Introduction to Visual Communication Design
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1.4 Terms used in the study

There are a number of important terms that
you will need to be familiar with, as they
underpin important concepts within this
study.

Good design

Good design is more than a message, an
object, an interactive experience or an
environment that is well made or something
that ‘looks good’. Good design is determined
by context and criteria, and criteria can
change over time in response to historical,
social, cultural, environmental, economic
and technological factors. Criteria for what
good design is depends on the context and
the people who engage with the design.
References to ‘good design’ frequently
accompany best-practice design guidelines,
policies, principles of practice and criteria
for design competitions, such as Good
Design Australia’s Good Design Award,
The Victorian Premier’s Good Design
awards and industrial designer Dieter Rams’
Ten Principles for Good Design.

Human-centred design problems and
research methods

Human-centred design is a creative
approach where the target audience/
stakeholders are at the core of the design
process. It is when people are involved at
every stage of the problem-solving process.

Human-centred research methods are often
collaborative in nature, and include but are
not limited to interviews, surveys, focus-
groups, competitor analysis, audience, or
user personas and ethnographic research.

Viscomm Third Edition
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Stakeholders

Stakeholders are the people involved during
the design process including the designer,
the client, audience, users and may also
include other specialist practitioners or
suppliers, project teams and managers,
sponsors, subcontractors and employees.

Design critique

The design critique is an opportunity for
students to engage in critical discussion
about work-in-progress and to both give
and receive feedback alongside teachers
and peers. The design critique is usually
undertaken early in the design process to
share initial ideas for feedback.

Design pitch

A design pitch 1s the presentation,
explanation and justification of proposed
design concepts to a client, or in the case
of a student, an audience that represents
the client. The design pitch is undertaken
later in the design process after the student
has more resolved concepts. Students have
an opportunity to make final changes,
adjustments or modifications after their
pitch.

Circular design practices

A circular design practice refers to a non-
linear practice, where a product, object,
system, building, or message is designed
with outcomes that are durable and can
be adapted for different purposes. These
designs can be repaired, reused, or
repurposed.

© Cambridge University Press & Assessment 2023
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Figure 1.8 The first bench made with seabed plastics, at the Casa del Reloj, 2022, in Madrid, Spain. Mares
Circulares is a Coca Cola project focused on cleaning up coasts and seabeds, raising public awareness and
developing the circular economy in Spain and Portugal.
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Unit1

Finding, reframing
and resolving
design problems

AREA OF STUDY 1

Reframing c|esign pro|o|ems

OUTCOME: On completion of this unit the student should be able to use
human-centred research methods to reframe a design problem and
identify a communication need.

AREA OF STUDY 2

So|ving communication c|esign pro|o|ems

OUTCOME: On completion of this unit the student should be able to create
visual language for a business or brand using the Develop and Deliver
stages of the VCD design process.

AREA OF STUDY 3

Design's influence and influences on c|esign

OUTCOME: On completion of this unit the student should be able to
develop a sustainable object, considering design’s influence and factors
that influence design.
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Chapter 2

Reframing design problems
Unit 1, Area of study 1

How do designers find and reframe human-centred design problems?

VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 21

KEY KNOWLEDGE:
- conceptions of good design across a range of design disciplines and contexts
the role of visual language in producing good design outcomes [this will be covered in Chapter 3]
the Discover and Define stages of the VCD design process
techniques for effective collaboration in reframing human-centred design problems and identifying
communication needs

human-centred research methods including ethical design research practices
strategies for convergent and divergent thinking

techniques for the presentation of human-centred research findings

the contents of a brief and its role in reframing ill-defined design problems
design terminology used in research, analysis and evaluation

KEY SKILLS:
identify and analyse past, present and personal conceptions of good design across various design fields
formulate ideas about good design in future contexts
use conceptions of good design to identify human-centred design problems
collaborate with others to explore and reframe design problems using human-centred and ethical research
methods
apply the Discover and Define stages of the VCD design process
present human-centred research findings
compose a brief identifying a communication need
use appropriate design terminology in research, analysis and evaluation
VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 22
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il
Design is really an act of communication, which means having a deep understanding of the person with

whom the designer is communicating.
Don Norman, The Design of Everyday Things, 2013

P

OVERVIEW

Empathy is one of the most important factors in design and is used to reframe design problems when
applying human-centred and ethical research methods which involve the stakeholders. Collaboration,
human-centred design and implementing divergent and convergent thinking strategies when underpinning
a design process can be a road map for successfully finding a design solution. This chapter will focus on
good design, human-centred design practices and ways that you can engage with and reframe a design
problem. Looking at the Discover and Define stages of the VCD design process, you will consider past and
present examples of national and international good design, including examples from German industrial
designer Dieter Rams, Good Design Australia, and Aboriginal and Torres Strait Islander communities.

This chapter focuses on the Discover and Define stages of the VCD design process.

Discover : Define D

Divergent Thinking + Convergent Thinking D
Gather insights + Synthesise data Gather & analyse
Apply research methods Review, categorise and Brainstorm

Generate imagin:
Draw and make
Create, recreate
experiment

summarise information
Re-frame & target problem
Establish design criteria

Explore stakeholders’
needs, perspectives &
experiences
Suspend judgement
Keep an open mind

fcesescsscoeesoooooo-o - DESIGN PROBLEM - - - -
sewesssesleecceeooonoooo. - DESIGNBRIEF -----

VCD DESIGN PROCESS based on the UK Design Council Double Diamond model




2.1 What is good design?

Initial thoughts of what good design is selected based on aesthetics, function,

may at first appear to be subjective and construction and price tag. Designs made

dependent on the eye of the beholder. Good under the influence of Good Design include

design is more than a message, an object, an  architecture, furniture and everyday objects

interactive experience, an environment that such as kitchen implements, household

is well made or something that ‘looks good’. objects and garden tools. Designers

Good design is determined by context and associated with the Good Design movement

criteria, and criteria can change over time included industrial designers Charles and

in response to historical, social, cultural, Ray Eames, Hans Wegner and textile

environmental, economic and technological designer Alexander Girard. The first

factors. The criteria for good design depend exhibition was held in Chicago, and in

on the context and the people who engage recent years over 1000 new products and

with the design. graphic designs have been selected from over
50 countries, across Europe, Asia and the

‘Good design’ is not a new term. The Americas.

concept of good design dates back to Henry

Cole’s 1852 exhibition ‘False Principles in The concept of Good Design is still very

Design’ at the Museum of Ornamental Art relevant today, and is celebrated and

in London. As the museum director, Cole’s promoted through councils and organisations

aim was to instruct the public on matters including Good Design Australia and the

of good design through his approach of Victorian Premier’s Design Awards. More

displaying items that were the antithesis of information about these organisations is

good design. addressed later in this chapter.

In the 1930s, the Museum of Modern Art Concepts of good design are not only related

(New York) promoted modern design, to objects; good design is relevant to the fields

firmly establishing a Good Design program of environments, interactive experiences

after World War II. The program (1950-55) and messages. The role of visual language

included exhibitions directed by Edgar is fundamental in the creation of good

Kaufmann, where items such as furniture, design. The importance of visual language is

domestic products and textiles were addressed throughout this textbook.

\ .|| I /
S \\\\\Il I ”b///

)

Figure 2.2 The logo for Sunspun, a yarn store

located in Melbourne, embodies concepts of good
Figure 2.1 Chairs by Charles and Ray Eames design through clearly communicating aspects

of the company's products whilst also capturing

its character and evoking an emotional response

through the illustrative style and use of a handwritten

style of font.

e Viscomm Third Edition
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Dieter Rams’ 10 Principles of Good Examples of these characteristics of design
Design are seen in his T'3 pocket radio and record
In the 1950s, German designer Dieter Rams player designed for Braun. These were a
created the 10 Principles of Good Design. major influence on the design of Apple iPod.

Rams initially trained as an architect before
moving to work at Braun where he became
the head designer for almost 35 years.

The products Rams designed included
many iconic items such as record players,
furniture and storage systems, which ended
up in millions of homes around the world.

He [Rams] drew attention to an ‘increasing
and irreversible shortage of natural
resources’. Believing that good design
can only come from an understanding of
people, Rams asked designers - indeed,
everyone - to take more responsibility for
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Figure 2.3 Less is more: Braun record player, 1957.
Model PC3 (without stylus) designed by Wilhelm

the state of the world around them. Wagenfeld, Dieter Rams and Gerd Alfred Muller
Vitsoe, Dieter Rams, Vitsoe website

© 2023 Vitsoe In the late 1970s, Rams became focused on
the number of poorly designed solutions to

design problems, and realised that he was also

Rams’ideals of responsible design, including a significant contributor to this problem. He

understanding the people we design for, began to question whether his designs were

resonates with the values of human-centred . .
good designs. He became conscious of poorly

design. Characteristics of Rams’ design made objects, solutions that slowed people

work included innovation, strong aesthetics down, badly designed products with high

and design that was unobtrusive. His work .
price tags that cost even more money as they

has often been described as having as little ended up in landfill or floating in our oceans,

design as possible, keeping only what was or ‘things’ that simply don't last. Rams’

needed to allow the design to function. reflective thinking resulted in the creation of

R LT

L

o

e

é

Figure 2.4 Elevator button panels are a good example of where to find bad examples of design. Next time you go
to select alevel, think about the placement of numbers, shape of the buttons and typeface, the order of the levels
and additional written or visual information. Ask yourself, how easy is it to select the level number you need?

CHAPTER 2 Reframing design problems o
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10 principles that can be used by all designers

to create well-designed objects, processes,

spaces and interactions. He became known for

using these principles to organise his thoughts

when he designed alongside a philosophy

of ‘less is more’. Initially loved by industrial

designers, these principles of good design are

used in many design disciplines from graphic
design to human-centred design.

Rams’ 10 principles are explained in more
detail in Video 2.1 (scan the QR code).
Watch the video, and then go through the
following activities.

Good design Good design is
Video 2.1 is innovative honest
Dieter
Rams’ 10
Principles
of Good . -
Design O 2/ Good design makes Good design is
a product useful

03/

04/

05/

Good design is
aesthetic

Good design makes
a product
understandable

Good design is
unobtusive

long-lasting

Good design is
thorough down to the
last detail

Good design is
environmentally
friendly

Good design is as
little design as
possible

TEN PRINCIPLES

FOR GOOD
DESIGN

Figure 2.5 Dieter Rams’ 10 Principles of Good Design

é Viscomm Third Edition
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Good design is aesthetic

Scan the QR code to watch a video of Philippe Starck’s handheld juicer being used.
How well do you think the juicer works? Is this a case of aesthetic over function? Form
over function?

The Juicy
Salif lemon

Video 2.2 The Juicy Salif lemon squeezer, designed by Philippe Starck, c. 1990 squeezer

Good design makes a product understandable

Don Norman is known for his research and work on human-centred design. His famous book The Design
of Everyday Things argues that ‘things’ really should be intuitive to use.

éswidjqoad ubisap paJjuad-uewny swel} a4 sidubisap op MOH

Two of the most important characteristics of good design are discoverability and
understanding.
Don Norman, The Design of Everyday Things, 2013, p. 3

Don Norman has famously made us think about the way that doors should and should not open. Have you
ever come across a door and been unsure whether to push or pull it? Norman proposes a simple solution
to the door problem: design doors with handles only on the pull side. Leave the push side with a plain pad.

o

PUSH PULL

Figure 2.7 Don Norman’s suggestion: by

removing the handle from the ‘push’ side,

Figure 2.6 The sign says ‘push’, but if we don’t read it, we will we will instinctively push, without needing
instinctively pull on the handle asigntotell us.

'EMBARK 2.2

Good design is unobtrusive

Class discussion: Is the Swiss Army Knife design obtrusive? Is
it over-designed? The design of the knife means that you must
carry every single tool around when perhaps you might only //‘/ A

need one or two? < Z

Figure 2.8 This tool, styled like a Swiss Army Knife, contains nine

different devices
CHAPTER 2 Reframing design problems é
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Using the 10 principles - 23
Using Rams’ ‘less is more’ approach as a .

thinking tool for most phases of the design Poster design

process will give you a more disciplined o o
Find visual communications that represent

each one of Dieter Rams’ 10 Principles of Good
Design, and create a poster for your classroom.
Your poster should include written and visual
information.

approach to problem solving. Rams’
principles are very useful during the final
stages of the design process as they can be
used as tools to help evaluate your potential
solution. The principles are also relevant
when you want to identify and understand
what good design looks like, and they can
assist in helping to define your own design
problems.

Application of Dieter Ram’s principles of good design

What can you find around your home or at school that could benefit from Dieter Ram’s good design
principles?

Find an object or information (such as instructions, manual or digital) that does not work. Re-design the
item using ONE of Dieter Ram’s principles of good design.

To get you thinking:
a pencil case where it is hard to organise contents
an unclear social mediaicon
a label on clothing (do they really tell us everything we need?)
poorly worded parking sign
amicrowave’s control interface
aremote control’s interface
an outdoor bin where birds and weather cause issues
packaging waste from a toy
a set of poorly worded or organised instructions.

Figure 2.9 Clothing labels — how clear is the information? What is clearer, the visual or written information?

@ Viscomm Third Edition

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.



Good Design Australia

Good Design Australia is an organisation
that promotes good design on an
international level. The organisation was
initially established in 1958 (as the Design
Council of Australia) and is recognised
by World Design Organization (WDO)
as Australia’s peak design promotion
organisation.

Good Design Australia is responsible for
implementing our prestigious design awards,
including the Australian Good Design
Awards and several Australian state-based
design awards including the Victorian
Premier’s Design Awards.

Australian Good Design Awards
There are 12 categories that designers can
choose to enter, including everything from
Communication Design, Fashion Design
and even a category for student entries called
Next Gen. The judging criteria are based
on rewarding design that makes a positive
change. The three overarching criteria are:
« Good Design

« Design Innovation

« Design Impact.

Specific judging criteria often addresses
form, function, safety, quality and

A4 zozs. AudED CoseEPT.

commerciality. Just as importantly, the
criteria also looks at long-lasting, positive
impact and the ability to improve people’s
lives. These are all qualities that student
designers can use and reflect upon, whether
identifying a design problem, developing
concepts or refining final solutions.

Victorian Premier’s Design Awards
The Victorian Premier’s Design Awards
were established by the Victorian
Government in 1996. These awards celebrate
and highlight the depth and capabilities

of the design talent in Victoria. The
underpinning principles of the awards are

to celebrate and elevate the value of design
and the role of professional designers while
showcasing Victoria as a design capital.

The categories include Architectural
Design, Communication Design, Design
Strategy, Digital Design, Fashion Design,
Product Design, Service Design and Student
Design. The judging criteria are based
around design process, design excellence,
design innovation and design impact. Each
criterion deliberately includes questions for
designers to use as prompts when preparing
their submissions.

Figure 2.10 The new Australian Good Design Awards trophies. Each Good Design Award trophy converts one
kilo of post-consumer waste plastic into an enduring symbol of design excellence. The design of the trophy
addresses the values of good design through design excellence, innovation and a positive impact on the

environment.

ISBN: 978-1-009-33999-5 Patterson & Saville
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Good Design Award Winner - 2020 communication print
Aboriginal Theming

Designed by Karen Briggs (Yorta Yorta)
Client: Department of the Premier and Cabinet

Project brief: To create Aboriginal artwork for the interior design of government buildings. The design
needed to embed culture and show respect and reconciliation, and should involve consultation with
community and elders across different regions of South Australia.

The final design included artwork that represented the eight regions in South Australia, with each
symbol representing unique natural elements found in each area. Examples include figurative
representations of people, animals and culture.

Figure 2.11 The design strip

Figure 2.12 The design installed in the office space, on both clear and frosted glass walls

You can see more of Karen’s designs for the Department on the Good Design Australia website.

Question
1 In what ways does this design work address the Good Design Awards’ criteria?

Viscomm Third Edition
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Victorian Premier’s Design Awards: Student Design winner, 2021
LUNA Modular AFO

Hereditary Spastic Paraplegia is a condition that causes impairments in the lower limbs. This can be
managed by a tight-fitting brace called an ankle-foot orthosis (AFO). However, as children grow, the
AFO no longer fits, and needs to be replaced as it is causing injury — often in less than a year.

The LUNA modular AFO was a student design, aimed to address this problem. Video 2.3 explains the
design process, and key points are shown in Figure 2.13.

Design process
Probessional Aesigu process
Probessionally executed amad
HuisheA

Met the needs of the vvied

Design excellence

Satisfies good Aesign critevia
vegarding function, aesthetics,
safety, quality amd sustainability
High quality, meets the puvpose
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Design inmovation
Solves a legitimate problem ov

Design impact
Ground-breaking Aesign featuves
Meets the weeds of usevs ama
vesponds to thelr civcumstamces

creates am oviginal opportunity
New Aesign features
Usev-centved

Usev expevience

Sets o new benchmark fov Aesign .
excellence n Victovia Video 2.3

The LUNA
Figure 2.13 Key points in designing the LUNA Modular AFT modular
AFO

Recognising good design

Other examples of Good Design principles

- 10 Usability Heuristics for User Interface Design. Jakob Nielsen’s 10 general principles; see the
Nielsen Norman Group (NN/g) website.
‘Seiderman’s Eight Golden Rules Will Help You Design Better Interfaces’ by Euphemia Wong,
Interaction Design Foundation website.
‘The 7 Principles’ of Universal Design, National Disability Authority (Ireland), 2020.

EmaARK 25
Good design, bad design

To demonstrate your understanding of what good design is, create good and bad design walls in the
classroom or as a group digital presentation.

CHAPTER 2 Reframing design problems é
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2.2 Human-centred design

Empathy is at the heart of design. Without
the understanding of what others see, feel,
and experience, design is a pointless task.
Tim Brown, ‘A Lesson in Empathy’, IDEO
Design Thinking, 13 March 2013

Human-centred design is a creative approach
where the target audience/stakeholders

are at the core of the design process. It is
when people are involved at every stage of
the problem-solving process. Sometimes
referred to as user-centred design, replacing
user with human, it’s a way to remind us we
are designing for humans and not objects,
and signals us as designers, to activate our
empathy buttons. However, some will argue
that we should keep the term user-centred
design as a more inclusive term that can be
used for humans, animals, plants and our
environment. When undertaking a design
process with a human-centred approach, in
every phase of the design process we connect
with people, whether it is to develop a deep
understanding of the problem, to assist in
prototyping and testing ideas or to collect

feedback.

During the VCD design process, you are

encouraged to connect with the stakeholders

during:

1 The Discover phase — where you learn
about people and understand their needs

2 The Define phase — where you make
sense of what you learnt about the people
you are designing for, so that you can
more accurately determine their needs

3 The Develop phase — where you evolve
design ideas, keeping in mind the people
for whom you are designing

4 The Deliver phase — where you use
stakeholder feedback to test and refine
designs, before delivering a resolved
solution. You know you have designed a
successful solution because it resonates
deeply with the audience and can drive
further growth.

Viscomm Third Edition
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A human-centred design mindset

Designers need to make things that satisfy
people’s needs, in terms of function, in
terms of being understandable and usable,
and in terms of their ability to deliver
emotional satisfaction, pride, and delight.
In other words, the design must be thought
of as a total experience.

Don Norman, The Design of Everyday Things,

2013, p. 293

Human-centred design is when a designer
puts people first during the design process.
When done successfully, the design,
whether information, product or even
architecture, will resonate more deeply
with the intended audience. At the heart of
human-centred design is empathy. Empathy
requires a designer to step into other people’s
shoes and see things from another angle
rather than from their own perspective.

As well as seeing things from an audience’s
perspective, it is also important to bring the
audience along on the design process ride.

What does a human-centred design
approach look like?

The designer:

« Spends time in the world of their target
audience/stakeholders

. Leaves behind preconceived ideas

«  Empathises with the people that they are
designing for, keeping them at the core of
the work completed

« Asks questions

- Doesn’t work solely on the computer for
research; visits the context of the design,
site visits and interviews

. Includes user feedback as often as
possible (conversation is always great)

« Discusses and articulates ideas with
someone else (such as a member of the
design team) — new ideas are always

helpful.

© Cambridge University Press & Assessment 2023
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Mindsets
¢O Visit designkit.org (IDEO) to learn about the
% mindsets of human-centred design.
- Learn from failure
< .
r Make it
m Creative confidence
Empathy
Embrace ambiguity
Optimism

Iterate, iterate, iterate.

Figure 2.14 Empathy is at the heart of a
human-centred design process

Past and current examples of good design

Find one past example and one present example of good design that clearly has human-centred design
as an approach.

Analyse and describe how these examples contribute to good design outcomes.

Present your findings on an A3 sheet of paper with both written and visual material. Use labels to
identify the good aspects of each design example.

Example: the sauce bottle
Design problem: Difficulty in getting the sauce out of the bottle, especially when close to empty.

Solution: Bottle stored with lid on the bottom to ensure sauce is always ready to come out. A plastic
bottle that can be squeezed with indented sides for easy grip.

WEINZ

TOMATO
\ KETCHUP

Figure 2.15 A traditional sauce bottle with the lid at the top (left); and a newer

design with the lid on the bottom (right)
CHAPTER 2 Reframing design problems e
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Inclusive design

People

Many people are not seen in design, due

to the under-representation, exclusion or
marginalisation of specific groups relating to
culture, race, religion, gender and age.

Inclusive design:

. offers equal opportunities to be involved
in all phases of the design process

. includes representation of a wide range of
groups in the actual design solutions

. is created by people with varied
identities, backgrounds and abilities

« celebrates and acknowledges of a wide
range of groups in the design industry

« recognises diversity and uniqueness

. recognises what normal ‘isn’t’.

When undertaking both the Discover

and Define stages of the VCD design
process, look for examples that address and
incorporate design solutions that meet the
needs of a wide range of users, such as those
related to gender identity, race, ability,

age, neurodiversity, socioeconomic status
and culture. When using a human-centred
approach to design, try to look deeply

at design problems and the stakeholders
through conversations and building empathy
with those you design for to ensure your
design process is inclusive.

Figure 2.16 COVID-19 revealed that many of the
masks we were required to wear were of universal fit.
Is this inclusive design? What would you do to change
the design?

Viscomm Third Edition
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The planet

As design students it is tempting to have

at the forefront of our thinking, designing
products that people love — and that we
love. We do, however, need to think about
the impact of our design work on the planet
and this means we need to ask a serious
question: Will the designs that we are
creating be kind to the world we live in
today and tomorrow ? How inclusive is our
design process and end product/solutions?
This big picture mindset asks that we
consider the entire community, people,
plants and animals when designing.

Figure 2.17 An example of inclusive design is this
vegetable peeler with its wide handle that improves
grip and ease of use

When a human-centred design approach
works well, the stakeholders, including the
target audience, are kept close during the
phases of the design process. The designer
spends time understanding the perspective
of the person who has the communication
need and the issues to be solved, and even,
where possible, engaging the client to
become part of the design team itself.

© Cambridge University Press & Assessment 2023
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INTERVIEW WITH A DESIGNER 2.1

Local Peoples

Local Peoples is a strategic design studio,
that uses human-centred design to add
economic, social and environmental value to
public and private organisations.

How do you use human-centred design in your
work?

Essentially this means that we apply

the approaches and methods of current
design practice to projects that aim to

create system-level change towards a

better society - whether that be creating
placemaking strategies that centre the needs
and aspirations of the local community;
new products or services that transform

the experiences of users facing complex
challenges; or experiences that bring people
together in shared inspiration. We also
publish Matters Journal, a weekly digital and
biannual print publication that shares stories

'EMBARK 2.7

Tarot Cards of Tech

Artefact, a strategy and design firm based in Seattle, Washington, ot

created the set of Tarot Cards of Tech, to encourage designers Think ahead.

to slow down and ask important questions around the future of i i

the planet and specifically the impact of technology. The cards
are designed to encourage designers to ‘gaze into the future’
to reveal opportunities, so that the best possible outcome for a

health, food and the environment.

Our studio is based in the Abbotsford

Convent, a beautiful heritage-listed multi- S
. . .. Video 2.4
arts precinct in Melbourne. Walking its
. Local Peoples -
grounds has provided our team many human-

moments of creative inspiration when deep  centred

in the midst of problem-solving a wicked ~ design

challenge. 5

Read the rest of the interview with Local /ls

Peoples in the Interactive Textbook, then

answer the following questions. SEE
INITERACTIVE

TEXTBOOK
Questions

1 Identify three ways that Local Peoples
applied a human-centred approach to
their design process.

2 What is ethical research?

Describe how the stakeholders were
involved in the design process.

soclety.

0

communication need/problem is met. The cards are best used

collaboratively at the beginning of the design process.

Working in small groups, select a design problem, such as
designing a pet food dish that protects uneaten food from
ants. Download Artefact’s Tarot Cards of Tech and explore the
prompts generated by the cards. As a group, define a design
problem that comes from a human-centred approach.

Figure 2.19 The Mother Nature
card encourages you to think
about the environment

ISBN: 978-1-009-33999-5 Patterson & Saville

Figure 2.18 The Tarot Cards of Tech

CHAPTER 2 Reframing design problems é
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SEE
CHAPTER
ONE

2.3 The Discover phase of the design process

As explained in Chapter 1, the VCD design
process (refer page 6, Figure 1.3) is an
iterative process. There is no prescribed
amount of time to spend at each phase, and
different phases encourage divergent or
convergent thinking.

The first phase of the process is Discover,
where you use divergent thinking to identify
design problems. This involves ethical and
human-centred research methods.

Discovering design problems

The origin of design lies in craft that had a
strong focus on beauty and aesthetics. Today,
design is not only used to create beautiful
objects but is used as a way for people to
interact with the world, with a growing
emphasis on user experience rather than
solely on the technology or artifact. Design
has morphed into a way of thinking, of
discovering problems, framing problems, and
undertaking research. As design students,

we need to move away from simply designing
solutions to the first problem we think of and
respond to more than just the design of good
aesthetics. Twenty-first century designers
spend time identifying design problems and
unpacking what the real need is.

The design process used in this study does
not start with a brief. Rather, it starts with
the search for an opportunity to address a
design problem or a given problem. It can
also be an opportunity to learn more about
a problem rather than always searching for
one, so that it can be refined and the actual
needs identified. Design problems can be
associated with objects, environments,
services or messages that impact people,
communities and/or societies.

Once you have found a design problem, it is
important to know how to frame the problem.
The growing complexity of contemporary

problems, such as the COVID-19 pandemic

(see Case study 2.3), fast fashion, homelessness

Viscomm Third Edition
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and food waste means that designers cannot
think of their work as merely finding solutions
to a brief, and designing and crafting beautiful
things. Often, today’s design problems need
to be solved collaboratively, across design
disciplines and through a human-centred
design process. Every environment, object,
interactive experience or message needs to

be informed by an understanding of the
systems of which it is part and by anticipation
of the experiences it is likely to create for
stakeholders.

A problem that has been well-researched will
be more than or broader than the latest hypes,
styles and the latest gadgets. The research will
include the history of change, and provide an
analysis of emerging shifts in peoples’ wants
and needs. These insights will hopetully
provide a solid foundation for the generation/
innovation phase of the design process. A
well-researched problem will provide you with
many starting points and a clear picture or
understanding of the audience’s/client’s needs.
In fact, there will be times when there are still
many ideas to choose from, and you will need
to narrow them down.

Conducting research

Researching a design problem does not
refer to collecting and synthesising research
to generate ideas. This comes later, in the
Develop phase.

In the Discover phase, you need to
undertake research into the actual problem,
to ensure you understand it, and have
correctly framed it. Research at this point
will help to understand the perspectives of
stakeholders/target audiences and empathise
with their needs. This type of human-
centred research will help you develop
insights to determine the communication
need and/or opportunities. It also provides
an opportunity to factor in equality,
inclusion and ethics.

© Cambridge University Press & Assessment 2023
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Design in times of emergency - COVID-19

In early January 2020, the world began to deal with the outbreak of COVID-19. Life as we knew it
changed as Victoria went into lockdowns: life went online as we worked and learnt from home. Any
emergency is also a design emergency. COVID-19 got its name on 11 February 2020, and by that
time, the Centers for Disease Control and Prevention (CDC) in Atlanta had already tasked two of their
inhouse medical illustrators, Alissa Eckert and Dan Higgins, to design the image of the virus that is
famously referred to as the spikey blob.
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Figure 2.20 The COVID-19 illustration developed by Alissa Eckert and Dan Higgins, and a simplified
version used in signage

Design has always had a place in times of emergency, whether it is designing spaces, systems, objects

Oor messages.
Safety requirements are now in place

[FACE | WASKs
nusT | BE [WoRN

[sTav [sare
[s7av [open

Keep up to date at CORONAVIRUS.vic.gov.au ORIA
State

Government
Authorized by the Victorian Government, 1 Treasury Place, Melbourne

Figure 2.21 One of the Victorian government’s posters to promote safety during COVID. The use of stylised
imagery made these posters inclusive and the text is deliberately separated to imply social distancing

CHAPTER 2 Reframing design problems @
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primary research
collecting data and
information directly, rather

You should undertake both
primary and secondary
research.

than relying on someone

else’s research or information
secondary research
collecting, summarising and
synthesising data that has
already been organised and
published by other people

Primary research has the
advantage of being collected
first hand, so you know it

is accurate and relevant.
Examples may include:

« Interviews

« Observations — take a glimpse into the
life of the people you are designing
for and record observations for future
discussions or analysis.

- Photo journal — a great way to learn
about a stakeholder’s life

« Collage or mood board — to better
understand the values and needs of the
stakeholders. This might include more
abstract information such as words,
textures, colours or materials.

« Immerse yourself into the activity or
community you are designing for — if you
are designing a package for a box of tea,
then collect boxes and open and close
them, pull them apart and test them for

durability. If you are designing

mind map adiagram that
may contain thoughts,
words, thumbnail sketches
and ideas for a central key

word or idea

brainstorming atechnique
used to generate ideas for

problem solving

a café, visit as many cafés as
possible, sit inside and look and
record how the space is used.

. Stakeholder profile — collect
as much visual information as
you can about the people or
animals or environment that you

are designing for. Add written
information to support and explain the
imagery

«  Extremes — also look at the extreme
users and not only those who you are
specifically targeting. This means look at
the people who are fanatical about your
design problem and those who are not
interested. Why is this the case?

« Different contexts — to get a fresh
perspective, look at different contexts.
If you are designing packaging for dog
treats, then look at packaging for pasta.

Secondary research is material you find from
the internet or printed materials such as

Viscomm Third Edition
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books or journals. It has the advantage that
it may have a broader scope than research
you can do yourself. However, the data may
have been collected for a different purpose,
and therefore may be only partially relevant
for your purposes. You must correctly
acknowledge all secondary research.

Divergent thinking strategies
Divergent thinking is an important part

of research, as this will help you further
define the need/s. For example, a client
says they want a name and logo designed
for a new company, but perhaps they
require more than this. Perhaps they
require a visual identity made up of not
only written and visual materials, but user
experiences. The second choice provides a
range of possibilities, presentation formats,
contexts and options for the designer to
create experiences for the stakeholders
through which the company’s culture can be
experienced.

Strategies like mind mapping and
brainstorming can help designers to generate
ideas associated with the design problem,
while other techniques like interviewing,
surveys and brand matrix/mapping can help
identify the design problem by including
the client and/or the stakeholders. Using
techniques like these externalises ideas —
they make ideas tangible through things
like words, sketches and diagrams. This
phase of the design process benefits from a
collaborative approach, involving different
stakeholders, such as interviewing users or
the client to understand the communication
need/s.

Design thinking strategies can be used

to help discover and define problems and
encourage divergent thinking. Many of the
following examples can be undertaken as a
group activity, an activity that is shared and
discussed with others for feedback or involve
stakeholders. Collaboration will allow

you to collect more ideas and encourage

you to remain open-minded and increase
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opportunity for divergent thinking. These /mmm T‘,_ e

might include:

. . . extended fdmﬂ\f,
+ brainstorming — share with stakeholders .
. sﬂr on
or your peers for more input Famsey

« mind mapping e

- empathy mapping

. Interviews - pie moking P Rating
. surveys.
e
Brainstorming PRER="\
Brainstorming is helpful to start the processes s
and to define and even question the design *"Lha
problem. It can help designers come up with
initial ideas at the start of the process which o
helps to inform directions for research and R@g@@ﬁﬂ@ﬁﬂ [@ﬂlﬁ]gﬁ@[ﬂﬁﬁ]
lists of ideas for ideation sketching.
- FU{Q.V
Note that brainstorming can happen at any dwﬂn\ / /“"MM'C- \ / £
. cookbooks
phase of the design process. w“{_/ e \
o package . ke widden , ool
quh Fadmﬁinﬁ F?mﬁwg !/ § Tlm'ﬁ n qemeral
gless B =4
oﬁns
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Figure 2.22 Brainstorming for research. Fedi s e
By Zoe Kanstantopoulos Ingredients A M Hypes of sauces
, ' ho
»fl.",a/ ousshm. from ave .

Figure 2.23 Brainstorming for research. By Lucy Dupuche

CHAPTER 2 Reframing design problems

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.



Mind mapping Empathy mapping

Mind mapping is slightly different from Empathy maps are a qualitative approach to
brainstorming. Here, you start with a collecting data about your stakeholder, and a
central term/s and quickly record written great way to approach research from a human-
and or visual ideas along different branches. centred perspective. An empathy map requires
Main branches can represent different you to engage with the stakeholders and their

categories and you can use colour to assistin  context and develop an empathic approach
identifying areas or ideas. to solving their needs. The approach in
Figure 2.25 places the stakeholder at the centre
and asks you to explore four key areas — think
and feel, sound, say and do, and see.
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Figure 2.24 Mind mapping. By Niamh Boura
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Figure 2.25 Empathy mapping. Try using post-it notes to create an empathy map. Look at user experience (ux)
and design thinking in a collaborative manner to gain a deeper insight into the stakeholders including the target
audience and the client.

Completing an empathy map as a Figure 2.26 provides questions that you can
collaborative activity can assist in collecting use to start your own empathy map.
a wider range of opinions and directions.

What does your client see?

What other similar products do they see?

How do they see their environment/context?

What are they looking at including social media?

What other designers or design work are they looking at?
What do they see that inspires them?

What does your client say? WHO What does your client hear?

What has your client said to you What are the What do they hear competitors say?

about their needs? characteristics What do their users say?

Can you imagine anything that they of the person we Is what they are hearing second-hand?

may have forgotten to mention? are designing for? Any other stakeholders to be
considered?

What does your client need to do?

Do they need to do something different to what is already being done?
Do they need to make decisions? Colours? Type of users?

What successes are they looking for?

Figure 2.26 Empathy mapping
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Interviews

Undertaking interviews at the beginning
can be a useful way to collect important

data and gather insights and perspectives
and experiences of the stakeholders. This
information can help you define the right
problem. You might interview the client or
any of the stakeholders. When preparing
interview questions, or a survey, you'll find
it useful to use open-ended questions. You
could use the following open-ended sentence
starters when designing your own questions:
- Hawe you thought of ... 2

o What did you mean by ... ?

« How do you feel about ... ?

- What do you think ... ?

o Can you describe how ... ?

o What are the causes of ... ?

« So, you mean that ... ?

o Can you explamn ... ?

Mixing open-ended questions with closed
questions that require a yes or no response,
or to agree or disagree with statements, will
allow you to collect numerical data. When
you are designing your questions, think
about the demographics of the participants
(age, gender, location, education and so
torth) and always test your questionnaire or
interview questions before using them.

Surveys

Similar to early interviews, initial surveys
can be a useful way to collect important
data and gather insights and perspectives
and experiences of the stakeholders. This
information can be useful for defining the
right problem.

Figure 2.27 Online interview

Viscomm Third Edition
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Which colour palette appeals to you the most?

Why did you choose that logo?

— . . .

What about a logo appeals to you? (e.g. simple, sleek, intricate, colourful, bold,
shaded. colour biocked., saturated, geometric, organic. type dominant. image
dominant)

o . . .

which style of reading material would you be most likely o purchasefsubscribe to
from a plant shop?

QO option1 O option2

O Magazine (sheek, features pholography and arlickes aboul plamis elc) O Opticn 3 O Option 4

O Zime [more casual, fealures more ilustralions, less informative)

How does your chosen colour palette make you feel? What does it communicate
to you? (e.g. calm, excited, vely - full of life, modem, unique etc)

Your answer

Q4
simple but elegant simplistic colour palette Itis fresh looking These were some of the most common responses as ‘o uu‘r\ﬂ people chose the
logo that they did. The most common word by far was ‘simple’. This informotion
has c\etxrlﬂ shown me the value of S\mphci*g within o 1030 and | will make use of
Lave the colours and simplicity of the style colours drew my eye this knowledge when developing my own N
s
Q.5
This question was askin le what about o logo aled to
simple Colourful and Fun Simple, catchy, non offensive colours. 9 9 peop 9° oppe

them generally, Again, ‘simple’ was o common response, further A higher
bocking up the evidence gained in the previous question. mMany .
Intricate and simple in a way. Very pretty and dainty sleek...elegant...contemporary of the responses olso referenced colous; so | will make sure to resolution
focus on getting the colour/s S just right when developing logos

version of
Q6 this survey
@ Magazine (sleek, features photograpny The split between zine and mogazine was very even, leaving me o lot of iS aVa”able
and articles about plants atc) creative freedom to chose either reading material, as either one would be
@ Zine (more casual, features more apprecioted by close to S0% of the audience. Because of the slight lean inthe
llustrations, less informative) fowards zines, the more fun and arty option, | may consider including fun \
elements into a. magazine or more serious elements into a zine |nteraCt|Ve
Textbook

The vast majority of the responses were in favour of colour palette one, a. colour scheme

® Option 1

® Oztion 2 lr\corpomﬁng \\8h’f pinks and corals and ear‘chij greens. The \igh“: of the pinks and dark of
® Option 3 the greens create contrast and overall the whole colour palette goes together well. The
@ Option 4 second most favourable colour polette was option &, oo more colourful and SYPHU selection,

also V—eo&ur\na earthﬂ tones. The other two colour palettes did not feature nature inspired
colours so therefore it can be concluded that more natural colours are more efSective and
appealing to the target audience

Q.8 Some common responses:

mOdern These were some of the most popular responses as to uu‘r\U
Peaceful they chose the colour palette thot they chose. These answers
shed ligh* on the reasoning behind Ii\»‘{nr\g or dls]lKlng a colour
(i a|m palette and will assist me with choosing one Sor both
Ha presentations one and two
Earthy PPy

fresh

Figure 2.28 Survey used to help define the design problem. By Niamh Boura
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Human-centred design and design thinking

Design thinking is a human-centred approach to innovation that draws from the designer’s
toolkit to integrate the needs of people, the possibilities of technology, and the
requirements for business success.

Tim Brown, ‘Design Thinking Defined’, IDEO Design Thinking

IDEO’s design thinking toolkit includes a range of creative divergent and convergent thinking tools to
assist designers in addressing the challenges of problems and communication needs.

INSTRUCT 2.1

Identifying problems and needs

Finding problems and needs can be as easy as observing your environment including school, local
public areas, areas of entertainment, transport and even brainstorming with your peers.

Examples of design problems and communication needs:
Design an app for mental health
Game design for personal health
What can we do with 3D printing waste?
What can we do with laser-cutting waste?
How to solve the busy corridors and traffic in
school hallways
What is technology waste? Is there a problem with it?
Identify one important communication skill and design a
visual message to illustrate.
Sustainable fashion — what is it? How can you contribute?  Figure 2.29 Have we really solved the
Design a campaign to target your age group on ways that problem of single-use plastic bags?
they can be more sustainable with fashion choices. Design a new strategy to engage
Create a series of messages that willinform and encourage  P€0PIe with this problem. Pick a

. . specific audience to target.

your peers towards conscious consumption.

How to live without plastic. What would you need to give up?

Climate emergency! Identify one small step or contribution that students could change within the
school. Create a digital campaign that can be used within the school and school social media.
What communities do you belong to? Make a list. Identify three needs that they may have and
design a solution: best done collaboratively.

Social media is a powerful tool. How can we use it to make a change for the better? Make a list

of ways that it can be used for positive change. Create a series of messages that will inform and
encourage your peers towards being more conscious about the products that they purchase.
Digital security: what does it mean to you? Design a set of communications that target students
regarding their online security.

Food waste is a real problem. Design a campaign for your school canteen/cafeteria to discourage
food waste.

Design a campaign to raise awareness of the issue of textiles ending up in landfill. Your campaign
needs to be targeted at secondary school students and should be a digital final presentation that
can be shared on a school website for the local school community.

6 Viscomm Third Edition
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Wicked problems

The article ‘What are wicked problems and how might we solve them’, by Euphemia Wong (Interaction
Design Foundation, 2022), explores the idea of ‘wicked problems’ — highly complex social or cultural
problems that are extremely difficult to solve because there are so many interconnected issues and

real-world constraints.

A classic example of a wicked problem is climate change, but there are many others.

Wong identifies 10 characteristics of wicked problems, and considers ways of tackling them.

Human-centred research

Where you can, employ human-centred
research methods. This means involving
your stakeholders as often as possible. If
you are conducting interviews, then ask the
right questions — open-ended questions that
encourage people to speak. Spend less time
behind your computer screen and more time
interacting with the people or contexts you
are designing for. Collect user feedback as
often as possible.

It is important to apply ethical research
practices, particularly with regard to
primary research. For example, if you are
joining a community (real-world or online)

EMBARK 2.8

Methods for human-centred research

for the purposes of research, let people
know what you are doing there, rather than
secretly observing and taking notes. You
should seek consent and always respectfully
use any data collected.

' FURTHER READING 2.6

Introduction to human-centred design

The Victorian Government website has a page
on human-centred design (‘Introduction to
human-centred design’) which you may want
to look at. However, be aware that their design
process is somewhat different to the VCD
design process.

There is a wide variety of different methods for conducting human-centred research.

Assign one or more of the following methods to each class member, to research and write a short

description for the rest of the class. The description should include any ethical implications of the

research.

affinity mapping

card sorting
co-design

contextual inquiry
desktop research
design sprint

diary study
ethnographic research
expert interviews
heuristic evaluation
high-fidelity prototyping
ideation workshop
landscape review

ISBN: 978-1-009-33999-5 Patterson & Saville

literature review

problem definition
project kick-off workshop
quantitative research
research synthesis
sample design

service safari

stakeholder engagement
stakeholder interviews
stakeholder relationship mapping
survey

user testing.

CHAPTER 2 Reframing design problems 6
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Feelgood Clothing Hub

Fast fashion, one-off garments and landfill are recognised as problems in the clothing industry. The
SCRgroup has incorporated technology and style into a new type of clothing drop-off hub, encouraging
people to recycle unwanted clothing.

The Feelgood Clothing Hub is designed for locations such as shopping centres, hotels and city
councils. It has two customisable chutes, and perspex glass doors so you can see how full it is. It has
panels that can display advertising, or show what will happen to recycled items. The slick design invites
people to make use of it.

Figure 2.30 Feelgood Clothing Hub outside Woolworths in Heidelberg, Melbourne

Questions

1 Why is this design innovative?
2 What needs does it meet?

3 Isthe design human-centred?

2.4 The Define phase of the design process

A problem well-stated is half solved.
Charles Kettering

The second phase in the design process
model is called Define, and uses convergent
thinking. After using mainly divergent
thinking to research the design problem,
the next step is to make sense of the data
and information collected. Convergent
thinking strategies help you synthesise and
made sense of your research findings. You
need to review, categorise and summarise
new information in order to clarify or re-

frame the problem at hand.

Figure 2.31 Charles Kettering was an American
inventor who held over 180 patents, including the
electric self-starter motor
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Convergent thinking strategies

You can use a range of convergent thinking
strategies to unpack and synthesise your
collected research. These can include:

. PMI

. Brand Matrix
. SWOT.

PMI

A PMI strategy is a great way to analyse
your research or your own design work. You
can simply annotate your research or design
with a PMI, or create a more formal, critical
reflection by creating your own template.

- P =Plus, positive. What are relevant
starting points that can be obtained

from the research? What is useful as an
idea to task into the develop phase? A
big plus is an idea for a method to use

in the Develop phase such as a drawing
technique.

M = Minus, negative. Although a good

example of design, is it relevant to the
brief? This example although inspiring,
would not be relevant to the design brief.

I = Ideas, Improvements or Interesting.
What inspires you? What improvements
can be made? What other ideas can you
take from the research? This inspiration

or this feedback could be utilised when
selecting colours or a choice of drawing
system.

Brand matrix

A matrix uses a vertical axis and a horizontal
axis to show different value scales, such as
complex/minimal and geometric/organic.

A matrix diagram is often used when
researching branding: it is very useful for
looking at where a brand sits in relation to
similar designs.

A matrix is straightforward to create. For
example, if researching logo designs, collect
a range of examples. Next find the opposites
by making a list of polarities that you could
use for each axis such as black and white/
colour, type based/image based, traditional/
modern, upmarket/economical, masculine/
feminine, bold/elegant.

Finally, find the common areas. You do
this by placing the logos on the matrix and
looking for patterns. Are there clusters of
logos that identify a trend ? Or perhaps you
want to avoid this and look at the empty
spots to follow an original direction, or the
sweet spot in the middle?

Figure 2.32 Brand matrix. By Niamh Boura

ISBN: 978-1-009-33999-5 Patterson & Saville
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EMBARK 2.9
Coffee branding

The images below show several brands of coffee, each with a strong visual identity.
Create alist of elements that could be used to create four categories — x 2 sets of polar opposite terms.

Using the coffee brands shown in Figure 2.33, and a collection of your own, plot the logos to:
Determine the most popular type of logo
Identify the empty area and write how this could be an opportunity
Find common themes.

TYPE BASED
v} 5
e =
= m
o =
s a
(@) m
O
IMAGE BASED
Figure 2.33 Coffee branding matrix
SWOT
SWOT stands for:
« Strengths — What are the strengths of
your idea?
« Weaknesses — What are the weaknesses
. STRENGTHS OPPORTUNITIES
of your idea? Do you need to define the
communication need more concisely ?

- Opportunities — What opportunities
are there for you to commence your

generation of ideas? These might be

included in a brief.
« Threats — What is the competition?

WEAKNESSES THREATS

Figure 2.34 Thinking convergently — SWOT analysis

@ Viscomm Third Edition
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Sharing findings with stakeholders

and peers

After completing your research and
synthesising your findings, share the results
with your stakeholders. Their feedback may

give you new inspiration and or information.

You can also share your research findings
with your peers; articulating your ideas to
someone else is another opportunity for

feedback.

Reframing your design problem

After completing research into your design

problem, it is time to reflect on whether

you need to reframe the problem or change
direction completely. You may need to go
through several iterations of thinking about
your problem and how to solve it before
settling on a direction that will make a real
impact. The following questions may assist
you in reframing your problem.

1 What was the original problem that you
identified?

2 What did you learn about the problem
after conducting research?

3 What do people currently think, feel and
do about the problem?

4 What shifts in thinking or doing do you
need to support in order to address the
problem?

5 What is the outcome you wish to
achieve?

6 What design opportunities does the
problem present?

7 How might the original problem be
narrowed 1n scope, and reframed as a
question ?

When you are first given a design problem
to solve — for example, to create a brand
identity for a rural vet — it is easy to go
with the first idea that comes to mind. By

ISBN: 978-1-009-33999-5 Patterson & Saville

reframing the design problem, you will have
the opportunity to see the problem from a
different perspective and perhaps come up
with an even better idea after seeing the
problem from a different angle. Reframing
the problem, most importantly, is about
using research to more accurately identify
the problem’s nature and scope, so that a
more effective and targeted solution can be

found.

Initial ideas for a vet’s brand identity might
head straight towards designing a logo
around:

« animals

« dogs, cats, rabbits, birds

« the name of the vet

. pictograph style.

But if you were asked to design a way to
advertise a local country vet that encourages
all animal types to feel welcome, you might
get a different result. Reframing the problem
can encourage a broader range of starting
points, as well as narrowing the scope so
that ideas are more relevant, informed and
aligned with the needs of the audiences.

It’s about discovering what is actually the
problem, instead of basing decisions on
assumptions or personal opinion. Research
prior to writing the brief would also expose
the most effective avenues for reaching pet
owners in the area, whilst determining the
qualities they most value in their local vet.

Frame your design challenge

For more information on how to reframe a

design challenge, along with resources, visit:
The Field Guide to Human-Centered Design,
on the DesignKit website
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EMBARK 2.10

Reframing a design problem

The design problem used for this example is: design alogo for a rural vet.

1 Write a one-sentence description of the problem you have been asked to solve. In your
sentence, include a user/stakeholder, the context and the purpose. For example: Design a
brand identity for a rural vet to promote the veterinary services to the local members of the
community.

2 The sentence description can contain a lot of assumptions. Shift your position by changing
key words. For example: the veterinary service looks after sick animals > the veterinary service
looks after the local communities’ pets and animals > the vet is a medical and wellbeing
service for pets and animals in the local community.

3 Toimprove your statement, look for underlying goals. Ask yourself why stakeholders would
want to use the veterinary service. Try and summarise the service succinctly. For example:
The local community would use the veterinary service for not only emergency situations, but
also to maintain the health and wellbeing of their loved pets and animals.

4 Finally, after completing the above 3 steps, rephrase your design problem to reflect
the 3 steps undertaken. For example: Design a brand identity for a local rural vet that
communicates not only medical emergencies but also the day-to-day love, care and support
provided for pets, animals and their humans.

This has been adapted from an activity by Martin Tomisch and
Madeleine Borthwick, in Design, think, make, break, repeat (2021), p. 128

EMBARK 2.11
The 5 Whys

Sakichi Toyoda, the Japanese industrialist, inventor, and founder of Toyota Industries, developed the 5
Whys technigue in the 1930s. It became popular in the 1970s, and Toyota still uses it to solve problems
today.

This technigue helps you to sort through the outer layers of a design problem to find the underlying
cause. The activity allows for multiple lines of inquiry, and uses actions that seek to prevent the problem
from occurring again.

Steps

1 Create a small group.

2 Define the problem e.g. people are not reading the sign.

3 Ask your first question: Why aren’t people reading the sign? Answers must be accounts of
things that have happened.

4 Write down people’s responses e.g. the sign isn’t always on the door, it falls off.

Ask why four more times.

6 Stop asking why once you have a useful response.

ol
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2.5 The design brief

The brief is used to frame a design problem
and is often a formally communicated
contract between designer and client.

The contents of a brief include the
communication need, purpose, context,
audience or users and the constraints. These
aspects of the brief can be described as
‘design criteria’.

The communication need

Your brief will include a description of
the communication need. This is not the
final presentation format such as a poster
or website. Rather the communication
need is the design problem that the client
needs solved. This might be branding for a
company or a way to direct passengers at a
train station.

Target audience or user

When defining your target audience ensure
you use study design-specific terminology.
You might build an audience profile that
looks at spending habits, shopping locations
and places of interest. Your audience profile
might include visual imagery and language
to help identify your target audience.
Placing an audience profile at the beginning
of your folio after the brief can also help to
remind you who you are designing for.

Purpose

Design solutions serve a range of purposes,
including to advertise, promote, depict,
teach, inform, identify and guide. A design
might be required to serve more than one
purpose. Design solutions might need to
serve multiple purposes in order to address
a communication need. The content of
the design solution will be delivered to the
audience with the aid of the elements and
principles of design and an appropriate
presentation format.

Context
Context refers to the circumstances under
which audiences or users will encounter or

ISBN: 978-1-009-33999-5 Patterson & Saville

interact with the designed outcome. This
may be a poster displayed at a bus stop.
Sometimes the final presentation format
and context can be confused. Look at the
examples in Table 2.1.

Table 2.1 Presentation and context

Final presentation Context

format

Poster At abus stop

Logo On clothing swing

tags

Package design The shelf of a store

Model of an outdoor Presented to client as

community space part of a pitch
Constraints

Design projects come with constraints,
whether it be budget, time frame or more
specific requests such as using elements
of an existing brand. A client may provide
a list of constraints and expectations
before the designer commences the
Discover and Define phases of the design
process. There may also be constraints,
not stipulated by the client, that become
apparent after conducting research into
the problem at hand. As a designer, it is
important to explore these constraints
during the Discover phase, alongside any
stakeholders, as more examples may be
found. When working through the Define
phase, there is the opportunity to refine the
list of constraints when using convergent
thinking strategies. Constraints can be
used as a checklist when moving through
the other phases of the design process and
can help provide direction for starting
points for design work. Constraints may
include requests such as certain colour
palettes, the design of a typeface, the use of
photography or to include informative text
such as an address. Constraints are useful
for maintaining budgets and addressing
timelines.

CHAPTER 2 Reframing design problems

© Cambridge University Press & Assessment 2023

Photocopying is restricted under law and this material must not be transferred to another party.

I
=]
2
Q.
o
(X
[
@,
«Q
=}
()
=
7]
=
Qh
=
[V
3
(1}
=a
[=
3
Q
3
(2]
o
=}
-+
=
o
(X
(X
[}
@,
(]
=1
T
=
(]
o
o
3
7
™~




s

Interactive

Chapter review and tasks

Summation

Successful design is more than good aesthetic; it is good design. Good design is achieved through a solid
design process such as the VCD design process, where time is dedicated to discovering and defining

the design problem. Using human-centred approaches to the design process ensure that stakeholders
are involved in the process and provides opportunities for collaboratively defining communication

needs. Knowledge and appreciation of the history and current examples of good design enables design
students to reference how design criteria are used to create successful solutions.

Multiple-choice questions

1 Whatis human-centred design?
A product design for humans
B an approach to solving design problems, with end-users frequently involved
C design solutions for the environment
2 What type of research is targeted at getting to know your stakeholders?
A human-centred research
B social research
C historical research
3 Identity the four phases of the VCD design process.
A Define, Research, Develop, Present
B Design Brief, Develop, Refine, Present
C Discover, Define, Develop, Deliver
4 Good design:
A follows the needs of a design brief
B addresses what the client wants
C is good for the planet, people and addresses contemporary criteria based upon
human-centred design methods.

Mini task: TV remote control

The TV remote control was designed to solve a basic human need: to change channels or adjust
the volume while remaining on the couch. Contemporary TV remote controls do so much more,
but is it necessary? This task requires you to select a TV remote and redesign the surface interface.

Tasks

Research:
Research different types of TV remotes. Consider looking at the first remote designed for TV by
Zenith electronics corporation in the 1960s (Figures 2.36 and 2.37).
Consider what controls or functions are needed.
Review the layout and the way that people will use the remote. For example, what button is
usually clicked first?
Analyse the size and hierarchy of buttons and the type and symbols used.
Analyse the use of colour and its place in overall design aesthetics and the use in creating
hierarchy.

Design:
Sketch ideas for improved surface design.
Using paper create prototypes.
Present an A4 sketch with annotations of your solution.

Viscomm Third Edition
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Figure 2.35 Paper overlay used to Figure 2.36 Early 1955 Zenith Figure 2.37 Zenith electronics corporation
protype design concept remote-control TV set with a developed the world’s first cordless television
handheld tuner remote control in the 1960s

Extended task: Victorian Premier’s Design Awards

Brief

The Victorian Premier’s Design Awards were established by the Victorian Government in 1996.
These awards celebrate and highlight the depth and capabilities of the design talent in Victoria.
The underpinning principles of the awards are to celebrate and elevate the value of design and the
role of professional designers while showcasing Victoria as a design capital.

Research
Victorian Premier’s Design Awards website

Outcomes

You will be able to:
identify past, present and personal conceptions of what good design looks like from 1996
analyse past and present examples of good design across different design fields
develop and form opinions about good design in future contexts.

Tasks
You are to work in groups to form a judging panel for this task. Once groups have been identified,
complete the following:
1 Visit the Victorian Premier’s Design Awards website.
2 Select an award-winning design from any design field. The design does not have to be from the
most recent year.
3 Using the judging criteria, discuss how the design meets the needs of the award. (Go to the
‘How to enter’ page on the website.)
4 Asagroup, prepare a presentation that explains why your chosen design has met the award
criteria. Your presentation needs to address the following:
Design process:
What might the design process behind the work have looked like?
Is the design well executed?
Have they meet the needs of their brief?
Design excellence
Discuss the function, form, aesthetics, useability and safety of the design.
How sustainable is the design?
Does the design set a new benchmark? Does the design already exist in another form?

CHAPTER 2 Reframing design problems e
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- Designinnovation
- Does the design solve a problem?
- Arethere any innovative features?
- Isthe design user-centred?
- Designimpact
- What impact will the design have on society?
- What impact will it have on humans, animals, plants and the environment?

Submission
You can give either a digital or manual presentation. The presentation needs to include both
written and visual material.

Note: As an alternative version of this task, you could look at the Good Design Australia Awards instead.

Essential question — Unit 1, Area of Study 1
How do designers find and reframe human-centred design problems?

VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 21

In small groups, use Figure 2.38 to collaboratively answer the essential question for this Area of
Study.

Do they use veseavch? 1 had an hour to solye o lAentibying bavviers amd
What type? problew, I'A spend SS minutes | | oppovtunities - Aiscuss
Imdependently or with thinking about the problem
- and S minutes thinking

othevs? about solutions
who? - Alvert Einstein

How Ao Aesigners

veframe

human-centved

Aesign problems?

oXe,
- Y

Is it Aiffevent fov Aiffevent | Cam you amswer the Why reframe a design
Aesign fields? Lollowing? provlem?

Who is abfected - com
you be wmove specific?

What is the provlem - what
ave the stvuggles? What
weeds to be Aesigned?

Wheve Aoes i+ happen -
what is the context? Is i+
physical ov Aigital space?
Why does it matter - why is
the provlem wovth solving?
What value Aoes it bring to
the tavget andience

omd/ov client?

Figure 2.38 Essential question student handout
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VCAA assessment
Unit 1, Outcome 1

On completion of this unit the student should be able to use human-centred research methods
to reframe a design problem and identify a communication need.
To achieve this outcome the student will draw on key knowledge and key skills outlined in Area
of Study 1.

VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 22

Reframing design problems
This task requires you to find a design problem and reframe the problem using human-centred
design approaches.

Collaborative tasks

1 Investigate notions of ‘good design’. Collect examples of good and bad design and create a
display in your classroom. Look for examples of good designm criteria, such as though found on
the Victorian Premier’s Design awards.

2 Working in small groups, brainstorm a wide range of potential problems that could be solved
through design. You may want to review the design problems listed on page 36 of this chapter.
Problems may relate to people, animals, the planet, communities such as your school, and
societies such as people who have a common goal. If you need inspiration in finding a design
problem, look at Instruct 2.1, ‘ldentifying problems and needs’.

3 Asagroup, discuss and document ways to research for opportunities to address the chosen
problem/s.

4 Reuvisit the ethical research methods mentioned in this chapter. Collaborate with each other
to outline directions using ethical research methods, identified earlier in the chapter such as
interviews, physical observations, focus groups and secondary research. The aim is to develop
empathy with the stakeholders.

5 Asagroup, share and present your findings. This may be done as a poster or as a digital
presentation.

Independent tasks

1 After completing research, individually review data to develop an understanding of the
stakeholders. Synthesise information using convergent thinking strategies to form insights
from which to determine specific communication needs or opportunities. Present your
research findings as folio pages.

2 Present the to the rest of the group the design opportunity you’ve chosen to pursue, and how
this could inform a communication need.

3 After receiving feedback from your group, work independently to prepare a written brief. Your
brief must include all the items listed on pages 43 of this chapter.

Assessment

Part A — Group work

Present a folio/collection of research into a human-centred design problem, using the Define and
Discover phases of the VCD design process.

Part B — Individual task

Present research findings in a report including visual and written material. This will include a written
brief that reframes a design problem to identify a communication need.

CHAPTER 2 Reframing design problems
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Chapter 3

Solving communication design problems
Unit 1, Area of study 2

How can visual language communicate to audiences and shape behaviours?

VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 22

KEY KNOWLEDGE:
the role of the brief in developing and evaluating design solutions
legal and ethical obligations of designers relating to copyright and intellectual property
methods used to generate, refine and resolve communication design solutions
the role of divergent and convergent thinking in a design process
techniques for engaging and influencing audiences or users using visual language
the features and functions of design elements and principles, including typographic conventions and Gestalt
principles of visual perception
manual and digital methods, media, materials used to develop and produce communication design solutions
techniques to present and critique design ideas
techniques to deliver and respond to constructive feedback
the extent to which resolved design solutions meet the requirements of the brief
appropriate design terminology

KEY SKILLS:

apply the Develop and Deliver phases of the VCD design process to address a communication need
identify and apply legal and ethical obligations relevant to communication design practice
apply divergent thinking strategies when seeking inspiration and generating ideation sketches
select and use a range of appropriate manual and digital methods, media, materials, design elements and
principles to develop visual language for a specified context and purpose
apply convergent thinking strategies to synthesise, select and refine design concepts
annotate design ideas and concepts using design terminology to explain and evaluate design decisions
present design concepts for critique, and both deliver and respond to feedback
resolve visual language responding to a given brief

VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 23
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Right Message, Right Place, Right Time. It’s not enough to just say the right things. We need to ensure that
the brand is talking at times and in places where our audience is listening.
‘How strategic branding can help’, Local Peoples, Strategic Branding

OVERVIEW
This chapter looks at designing visual language for a brand or a business using a human-centred design
approach and concepts of good design. You will look at how the use of visual language is an important part
of creating a brand identity to attract attention and increase audience engagement. A brand’s identity is
designed to tell the story of a company and is visually applied to a range of design collateral such as a logo,
colour palette and typefaces. Using the Develop and Deliver phases of the VCD design process, you will

look at ways to communicate the story of a brand through manipulating type and imagery in response to a
target audience. Using divergent thinking strategies, inspiration and application of good design principles
learnt in Chapter 2, you will brainstorm ideas and ideate through sketching to document concepts. This

will be supported by annotated experimentation of the design elements and principles, manual and

digital methods, media, and materials. You will learn about copyright and intellectual property obligations
faced by communication designers who work in branding and visual identity. Understanding the needs

of stakeholders and applying the correct conventions for acknowledging sources of inspiration will be
addressed. Critiquing concepts to collect feedback along with convergent thinking strategies helps to refine
ideas for the Deliver phase of the design process, where you submit final presentations.

This chapter focuses on the Develop and Deliver stages of the VCD design process.

Deliver

-- DESIGN BRIEF -----

-DESIGNPROBLEM--X-----------

--DESIGN SOLUTION - - - -

+ Din Divergent Thinking i Convergent Thinking

. Gather insights : Gather & analyse inspiration: Critically evaluate ideas

Apply research me . Brainstorm . Refine concepts

: Explore stakehold ' Generate imaginative ideas ! Test, iterate, evaluate

' needs, perspectiv : Draw and make : Resolve final features &
. Create, recreate, : details

. experiences
: Suspend judgeme
: Keep an open minc

: experiment : Choose presentation
. formats

VCD DESIGN PROCESS based on the UK Design Council Double Diamond model

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.




3.1 Branding and visual language

Branding, brand identity, visual identity =~ However, there are differences in these terms.

Branding, brand identity, visual identity: Building a company brand is more than a
these terms can appear to have the same logo, it is all the necessary parts and tools
meaning and are often used interchangeably. used to communicate a story and experience.
Bromd idewtity Company brand
A bromd ideuntity is tamgible and vefers to anad A company bramd is intamgivle
promotes o company’s mission amd ovamd pevsonality. (meaning you camnot see ov touch it)
A Aesigner vesearches the bromd to understomd the and is not based upon aesthetics ov
compamy’s cove values, amd then builds am idewtity. visual images; vather o bvamd velates to
. o \ \
Browmd ideuntity is uot the company logo, although the e V.o‘ u:s “v:\ culture :? :‘ACOM\P:‘W:V
logo com be consideved as pawt of the bramd’s identity. orgamisarion. _COMM“Y Wids a bran
tHhvough creating o bramd name and

Brawmd identity plays a pivotal vole in mavketing products aligning it with specific qualities.
and sevvices, so it is impovtamt for o bramd’s identity to ,
vemain cowsistent.

Visual identity

A Visual identity is how Aesiguers
express the bramd such as logo Aesigus,
Yramd colour palettes, typogvaphy,
slogawm or tag lines . It cam even nclude
smell or the way o product feels n your
homd. Visual identity is the visual
Fligure 3.1 The Instagram loge has execution of your bvomd idewtity.

signiicamtly chamged, yet still Aepicts

A Comeva
EMBARK 3.1 depict a certain style, to have a direc.t impact
on the end user and how they experience
Poster design the brand. Using a visual language enables

. a designer to create a consistent and
Select a company and describe what makes up

the company’s brand. Find examples to explain
what the company’s brand identity is and what
makes up its visual identity.

harmonious design that can be applied
across all design collateral for a client.
Visual language helps the target audience
to perceive, comprehend and experience a
brand and sometimes the users don’t know
Visual |anguage what the visual language 1s; instead, they
just know that when they see your website

A visual language is a form of

communication that visually communicates or brand, they recognise it.

messages rather than by written or spoken In brand design, a visual language can
words. Designers use many elements to include:
‘speak’ to their stakeholders/users/intended . a colour palette

audience. For example, colours, typography, . a typographic hierarchy
shapes, patterns, hierarchy are all used to

Viscomm Third Edition
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a specific style of grid used to lay out a
page or website (e.g. a complex grid or
simple style of grid)

a specific style of image or illustration
rules for animated GIF

use of specific words (slogans, catch
phrases) or visuals

consistency.

accurately and consistently. A visual language
serves as part of the larger strategy of a brand
to increase engagement, influence behaviour
and reposition it among audiences or users.
For example, Google Doodles, Figure 3.2,
relies on a strong use of visual language used
in the brand to connect with the original logo
in an instantly recognisable way. A mascot

. . . 1 ' f itional logo in Kell
All of the above is captured in a style guide ® .us,ed 1nstea4 of a traditional logo in Kelly

.. Liu’s work, Figure 3.3.
to ensure that your brand design is used

bread {:ctober 2021
Gof”g\e 8 poNes ,;_{(t)

e The identity of :

T Lo

e Areh

ot ‘Melbourne’s \
first dog cafe’

Our mission

‘Bread and bones' is a small business run by a 25 year old female. the purpose

of opening Melbournes first dog cafe is to provide a comfortable place for children,
teenagers and young adults to come and hang out. the cafe provdes a

sense of escapism and gives people an opportunity to hang out with dogs and take
their minds off of the overwhelming hustle in their everyday lives.

brand identity

Meet Jake and Bones

Rather than having a universal logo, the business will have a "mascot’ as
its brand identity. The mascots are 18 year old boy 'Jake' and

his pet cavoodle ‘Bones’. the two will appear in various configurations
throughout the store and on merchandise to depict the heartwarming
storyfactivities of Jake and Bones,

;-;\- a@

Figure 3.2 Google Doodles replace the standard
Google logo on significant days, to commemorate
holidays, events or historical figures

Figure 3.3 Branding is more than alogo. Kelly Liu
creates a mascot as part of her brand for Bread
and Bones
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Hey Tiger

Hey Tiger is a clever brand identity that creatively uses a visual language to attract and maintain their
target audience’s attention. Figure 3.4 shows how a visual language is used to create a successful

brand identity.

Hey Tiger’s visual language includes:

a strong uppercase, sans serif typeface that is set in a perspective direction, leaning towards the
right. This treatment of the type is used consistently across the brand opportunities including the
package design. It even features on the chocolate itself.

a colour palette of bright, playful and often contrasting

colours.

catchphrases or slogans which match the playful aesthetic of the type, colours, patterns and

imagery used.

Type, colour palettes, imagery and patterns are used consistently across all products making them

easily recognisable as ‘Hey Tiger’.

=

[ Al

MATES

Figure 3.4 The Hey Tiger brand identity is more than alogo
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3.2 Acknowledging the work of others

Ethical practices are important in the design
world, whether this is considering which
projects and briefs to take on (ones that don't
negatively impact our planet), following an
ethical design process or acknowledging the
work of others when required. Throughout
the study of Visual Communication

Design, you will have many opportunities

to undertake research for inspiration and as
starting points for your own work. When
using and including the work of others

in your folio pages, even as a reference
point, the work is referred to as third-party
content, and you will need to include an
accurate acknowledgement of the source.

As well as imagery, words and 1deas also
need to be acknowledged. They may not be
concrete or physical, but they still need to be
acknowledged.

Work that may need to be sourced isn’t

always an image, and can include:

« text, such as lyrics to songs, poetry or
written information from a website

« 1imagery, such as logos, photos and
screenshots from computer games or
social media

« designs, such as packaging, 3D models
(think architecture) and products.

If you are wanting to replicate iconic
designs, such as a famous logo like Coca
Cola, or historical designs into your work,
you will need to seek permission to use

the design work from whoever holds the
design rights or copyright. If you want to
redesign a logo for an existing company as a
mock client, you can refer to the company
name, but cannot use the company’s logo
or trademarks in your design work without
permission.

Scenario: You want to redesign a logo

for your local football club. If you want

to include the original logo in your folio
pages as part of research, you will need to
correctly acknowledge and source the work.
If you want to include the work in your
final presentations, then you need to seek

permission in writing, as soon as possible.
Always ask yourself the question —do [
really need to include it? Isn’t it better to
create my own? For example, you might find
a photograph that you want to include in a
final presentation — but why not take your
own photo instead?

Correctly acknowledging work includes
referencing any books, journals, magazines
and other printed material. If you are using
written or visual material from the internet,
you will need to provide the correct web
link and the date accessed for any image
you have found. If you use someone

else’s work as ‘part’ of your process, you
will still need to provide the appropriate
acknowledgement. For example, you might
use a photo of an animal that you found on
the internet in a postcard design. You will
still need to acknowledge that photograph,
or better still, take your own.

Figure 3.5 If you want to replicate iconic designs, you
will need to seek permission to use the design work
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Images

Royalty-free and stock imagery
Royalty-free images enable individuals and
businesses, such as a publishing company,
to license a royalty-free image for their use.
'This does not mean that the company can
use the image for free, rather the company
pays a fee and can use the image without
paying additional royalties. It is common for
a company to subscribe to a specific stock
imagery company, such as Getty Images.

When searching for images on sites such
as Getty, you'll notice they come with

a watermark — that’s how the company
protects its assets. Once you purchase

&%
gettyimages

Lew Robertson

Figure 3.6 Stock companies, such as Getty Images,
use watermarks to protect their work

Viscomm Third Edition

ISBN: 978-1-009-33999-5

Patterson & Saville

the image, you will be able to download a
version without the watermark.

Public domain

The term ‘public domain’ refers to

creative materials that are not protected by
intellectual property laws such as copyright,
trademarks or patents. These creative
works are owned by the public, so people
do not need to pay to use them. However,
these images still need to be acknowledged
correctly as you did not create these works.

What to include inan

acknowledgement

When acknowledging works in your folio

you should include the following:

. Title

«+ Publication dates of texts, journals or
magazines

« Author

« Source or URL address for websites and
retrieval date

« Details for a social media platform
should include acknowledgement of the
username, site name, exact URL and
date of post and the date (of creation and/
or when 1t was accessed)

« If using a reposting site (such as
Pinterest) you must go back to the
original source and reference the owner
of the work.

For example, the image in Figure 3.6 is a
photograph from Getty Images, a company
that provides stock photographs. Publishing
companies and design studios (and others)
have a paid subscription to use these
photographs — images can also be licensed
individually. If an image is used, then the
artist, photographer or designer who created
the image will receive royalties.

© Cambridge University Press & Assessment 2023
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Fonts

Typefaces are designed by typographers and
many designers work for or sell their work
through a Type foundry (also known as font
tfoundries). It 1s your responsibility to check
the licensing terms for any fonts that

you use.

Both Mac and Windows operating systems
come with a bundle of fonts that are
installed as system-wide resources. This
means that any software or application
installed on your computer can have access
to these fonts. Some of these fonts were
commissioned by Apple or Microsoft
specifically for use in their operating systems
(for example, San Francisco on Mac, and

EMBARK 3.2

Problems with visible fonts

Your chosen fonts are clearly visible on your
computer screen, so why don’t they print?

You share a document with your teacher or
a friend; however, your chosen fonts are no
longer visible on the shared document.

Investigate why this happens and how you can
avoid this problem.

ALPHABET

Calibri on Windows), while

. typeface the consistent
others were existing fonts that P

visual appearance or style
of lettering; for example,
Helvetica or Times New
Roman. Typeface is
different from “font’.

have been licensed from their
designers or type foundries
(such as Arial).

If you purchase a font froma  §ont the one size, weight
type foundry and add it to your and width of a typeface;
computer, it will come with a  forexample, roman, bold
oritalic

type foundry a
company that designs
typefaces

licence that outlines the terms
of use, which is like the way
that copyright protects design
work. For example, you may be

only paying to use the font for

educational or personal use. Typically, the
cost goes up if you are using the font for
commercial gain, such as designing a T-shirt
for sale. The licence enables the typographer
to protect their design work and to have the
right to charge for the use of their font. If
you are using a free font, you will still need
to check the terms and conditions of use.

Understanding font licences can be tricky

as type foundries can have different price
structures and terms of use. What is common
is that most of the time it comes down to
what you want to use the font for. In all
cases, you should acknowledge any typefaces
used in your folio work in the same way that
you acknowledge other design work.

aabedeaffghhhuivu jkklJLm
UNMUANAUAPRoPQrrsSsSsS tbvruwn
VAVVWANUNKY222,0123456789

Figure 3.7 Even a free font needs to have the terms and conditions of use checked. All fonts should be

acknowledged in your folio

CHAPTER 3 Solving communication design problems 6
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CHAPTER
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3.3 The Develop phase of the design process

Inspiration: divergent and convergent
thinking

When generating imaginative ideas, you
often need inspiration to ensure that you
have starting points. Some of this will come
from your initial research, but you may need
to gather more. To do this, you will use
divergent thinking strategies — refer to those
covered in Chapter 2, and also later in this
chapter.

Convergent thinking strategies for
analysis

Once you have collected your inspiration
sources, 1t 1s important to organise,

analyse and synthesise the results to find
patterns and starting points for generating
ideas. Whether your research has come
trom online sources (such as websites,
blogs, social media), print sources (books,
magazines and journals) or primary research
such as interviews, you will need to analyse
what has been collected to enable a deeper
connection to the content and to create
more successful starting points for your own
design work.

Even though most of the Develop phase
uses divergent thinking strategies, you can
use a range of convergent thinking strategies
to unpack and synthesise your collected
research. These can include:

- PMI (covered in Chapter 2)

- Brand matrix (covered in Chapter 2)

« See, think, wonder

. Annotation.

See, think, wonder

This technique is one of the “Thinking
Routines’ developed by Harvard University’s
Project Zero. It encourages you to observe
carefully, and make thoughtful interpretations
of what you see. By stimulating your curiosity,
it provides a foundation for inquiry.

Use this technique when you want to think
carefully about why something looks the way
it does or is the way it is, particularly when
generating ideas or developing concepts.
Consider using this routine at the Deliver
stage to encourage further application of
convergent thinking of new ideas.

See, think, wonder - an example

A sample analysis of Noma Bar’s 2008 image, Beware the

wolves, a clever play on the Little Red Riding Hood story:

What do you see?
Black wolf with a red nose, lips and a white tooth

What do you think about?

Initially, | didn’t see Little Red Riding Hood. Once | did see Red

Riding Hood, I had a bit of a giggle and thought, wow, that’s
clever. The use of figure-ground is quite refined and depicts

the classic tale of the wolf wanting to eat Red.

What does it make you wonder about?

Figure 3.8 Noma Bar, Beware the
wolves, 2008

The stylised illustration and use of figure-ground is something that | would like to explore in my logo design.
| intend to look at utilising the negative space and to explore ways of adding a deeper meaning to my design
upon that second look.

6 Viscomm Third Edition
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Visual analysis and annotation When analysing and annotating an image
Visual analysis is not simply describing what  address the following:

you see, it is about reading and critically + Identify components within the design
interpreting your sources of inspiration. and think about the relationship between
A useful strategy is to write annotations these

around each source. « Draw conclusions

L . .. « Consider the reasonableness of the design

Later in this chapter, we will be looking in : :

. . . work and how it relates to your brief.
detail at the design elements and principles,

CHAPTER . .

mree and the use of media, materials, and

methods. These are important for ideation,
but you also need to think about them when
making your annotations

Hey Tigerv: package Aesign
purchased from local
supevmarket ow 3 Febvuary
2023.

The Hey Tiger package Aesign
incovporates a stvong use of
visual lamguage with o
combination of eye-catching
imagery amd text. The vepetitive
pattevn of pink Hgevs on o blue
background instamtly engages
the aundience amd cveatre a
seuse of fun along with the wowme
of the bramd Hey Tiger amd the
caption ‘Swmmey i the City'.
The cavtoon Nustration style
imagery on the package would
allow this product to stamd out
Prom its competitors wheve the
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use of photography ov
Ulustvations of the actual
proAuct (chocolate) ave move
commonly found to identiby
the proAuct omad bramd. | will
explove Avawing as a wmethod
when undevtaking my
Aevelopment of ideas as Hhis
would be appealing to my
tavget aundience, as identified
m the vriefd.

in the City
PEANUT BUTTER & PRETZEL
MILK CHOCOLATE

Figure 3.9 Example of an annotation on primary research, including acknowledgement of source
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Ideation: divergent thinking

During the Develop phase, you should
respond to the research you have undertaken
and generate a wide range of ideas (ideation).
The generation of ideas can be recorded,
including written brainstorms, thumbnails
and development drawings. Drawings in this
phase are produced with media that is quick
and doesn’t require time to perfect (pencil
and a fine liner are examples).

annotations refers

to written comments
made on the drawings

or designs in a folio.
Generally, the comments
are reflections and
evaluations on designs
completed

These are not polished or refined
drawings, and the annotations
beside them assist in explaining

the idea. The designs being created
in this phase are still fresh in the
mind of the designer and not fully
visualised. That is, the ideas created
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Your ideation processes might include:

« brainstorming with words

- mind mapping

« 1deation drawings (see Figure 3.10)

« brief and lengthy annotations on your
work

. pencil and/or fine liner illustrations

« marker drawings or the use of media that
is quick to assist in generating ideas

. notes taken from discussing ideas with
other designers or the client

. generation of a broad range of ideas

« development drawings developed from
observational drawings

. creative design thinking techniques such
as SCAMPER or forced associations

- the interpretation and development of
any mood boards

. use of the design elements and principles
to generate or extend an idea.

GENERATIONCOF IDERS

WATER CoLOUR + FINELINER DRAWINGS

<o morts ;
pFyltsrd B0 atkn und shape
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q bee :
and ¢ he e ::-b
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Figure 3.10 Ideation drawings are used to develop a logo for a beach box company that hires beach equipment.

By Chloe Jacobi
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Divergent thinking strategies for the verb to your idea. An extensive list of verbs
ideation can be found in Bloom’s taxonomy. Using

action verbs may see an 1dea for a logo bein
Working within the constraints of a problem Y & &

is part of the fun and challenge of design.
Ellen Lupton, Jennifer Cole Phillips, Graphic

developed further through the following ideas:
« Outlining the shape
+ Rephrasing (rephrase the meaning and

Design: The new basics, Chronicle Books, then draw)

2014, p. 160 « Applying colour or texture
+ Constructing a three-dimensional version
You used divergent thinking in the Discover «  Contrasting colours, shapes, line weights
phase, but there are some extra strategies « Dividing parts and rearranging
‘o that can help for Develop. These may « Deducting one part of the design (take
include: away a colour, shape etc)
« brainstorming and mind mapping « Testing by creating a mock-up.
(discussed in Chapter 2) Directly start recording new ideas in your
. See, think, wonder (discussed earlier visual diary, or use the question prompts in
in this chapter, can be used for both Instruct 3.1 to get started.

divergent and convergent thinking, as
well as for critical thinking) ...

ity %4 ICONOGRAPHY scAmPer

. action verbs
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. forced associations

. context mapping (word lists)

« visual brain dump/rapid visualisations \ " et iR
(T TO AN
« de Bono’s Thinking Hats. ORGINAL 'JJZ:I? e >
n Ja o Hhis commbires fee W raah
/ “E"M il Vit k“ ‘a;;}:: :-T r:“l J:a;bler
Ak BUBSTIT s:.. | ,:mq b ag H0es uh | BOTE
SCAMPER ﬁ;

Scamper is an acronym formed from the

abbreviation of: E! il v
S = substitute ORCINAL s dssn
oot 1chic f
{ like s canceph o e

B : ! i
C = combine m;ﬁ;ﬁ . 'L"L?leﬁl‘:'pmd D e itk a8 = Loge
Ik Thy Inongendy wi cnwn;n__ “'::“ :WJ::: Pt 516
A = adapt e E=
M = modify (could also imply magnify or . L @j
minify) -.___-_H-H""-) ,/' MEoFY
o thiy comieph Rakey fea simpie

- 1 2al Aln-..PE amd wgitey b omba an

P = put to another use e rvers 14 ¢

i Hoads part m ey v comeepd e
by of it e yeh flled, Bt gosss

E = eliminate b i 1 dgign o lgebe fed

R =reverse o

SCAMPER is a divergent thinking strategy

. . . . . . . (AmBINE

that is effective during brainstorming, ideation 8055- o o
L. . TVE i o b ochik
it wig fwah it hoedly

and developing ideas and concepts. It is best B b o s Rl 1 1 1 koms 4

: : the conigph ang onigue wnd wodt go el

used with a playful mindset to challenge b o e Ve
existing ideas and open new directions. | fare o loh et o e of

Action verbs
Action verbs are useful to extend and develop Figure 3.11 SCAMPER put to use when generating
ideas for an icon to be used as part of a brand

ideas further through applying the meaning of
strategy for a plant store. By Niamh Boura
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INSTRUCT 3.1

Using SCAMPER
Table 3.1 SCAMPER questions
SCAMPER Ask yourself Listideas here
Substitute What if | swap this for ... and see what
happens?
What other materials, design factors could
| use instead?
What happens if | substitute the shape,
texture, form or colour?
Combine What elements and principles of design
can be combined?
What graphical representations could be
combined?
Can | force two ideas togethers?
Adapt or add What part of the idea can | change?

What if | were to use parts of other design
elements and principles

What if | re-use aspects of my design in
other ways or other places?

Modify or magnify = What happens if part of the idea is

or minimise expanded, exaggerated, minimised, or
changed?
What is the effect of altering proportions
and relationships in the design?

Put to anotheruse \What other function or use can my idea be
applied to?
Can another design feature from another
product be used in my idea?

Eliminate orerase = \What can be removed?
What can be understated or streamlined?
What happens to the design if parts are
taken away?

Reverse or What is the opposite of what | am currently
rearrange doing?
What if | did it the other way around?
What if | reverse the elements or the way it
is used?
What happens if | mix up the design?

o Viscomm Third Edition
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Forced associations Visual brain dump
Forced associations require you to A visual brain dump is a great way to get

unconsciously connect or bring two or more  started. The idea is to draw, draw and draw.

ideas together. Set a timer and draw without stopping and

. . avold being judgemental about what you
To use this strategy most effectively, put

. : . record. Judgement comes later, once your
aside any preconceived ideas of what your . .
. : . S page 1s finished.
design might look like. You are not aiming

to present a final drawing of an idea. This
strategy 1s about creating lots of ideas even
if they are not successful. This might lead
on to an even better idea. It’s about the
process.

Figure 3.12 Forced association in action

Context mapping

Create a list of words associated with the
context of your brief. Loook for a mix of
adjective and nouns.

For example, if you are designing a logo for

ésinoineyaq adeys pue sasuaipne 0} 81e21UNWWod abenbue| [ensSIA ued MOH

a beach, your list of words might look like
that shown in Figure 3.13. Figure 3.14 A visual brain dump to assist in
developing ideas for alogo

sandy contrast | float it driftwood
smooth rocky active tides kelp white
coral awesome fresh bright bleached
golden " plack sand tropical  swell water
breezy crowded  ¢aashells waves
starfish wet sand shoreline

sun-baked

Figure 3.13 Words in context. Write words that are associated with your theme or topic. Use these words to
generate ideas for a logo.
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De Bono’s Thinking Hats

The ‘Six Thinking Hats’ is a technique that
was developed by psychologist Dr Edward
de Bono, in 1994. It encourages you to
think about a problem from six different
perspectives. The six different ways of
thinking encourages you to not form an

instant opinion or to make a snap decision
when solving design problems. When you
are generating ideas, try on the different

hats to encourage different perspectives of
thinking. It is also a great way to strengthen
important skills such as curiosity and critical
thinking.

INSTRUCT 3.2
Using de Bono’s Thinking Hats

When generating ideas for a design you could:

Blue Hat - usea to contvol
the other hats

Coutvol ov mamage your
Himking by stvicty Lollowing
the constvaints of the bvief.
Use a list of findings £rom
your veseavch.

Yellow Hat - Pocuses on the
positives

Look at all of the great ideas
vou hawve alveady cveated for
your loge. Take these ideas
omd push/Aevelop thewm
Lurther.

Red Hat - focuses on feelings
amd hunches

List your iustincts, what is your
heavrt/gut telling you

to Ao? What is the wmost

obvious idea? Don't Leel

that you must justify your idea
when weaving this hat.

Gveen Hat - Pocuses on
creativity

Explove o vamge of ideas amad
cveative approaches

whew Aesigning ideas for
youv loge.

White Hat - ocuses on the
Lacts

Compave your Aesigus to the
bviet. Have you missed
amything? Ave theve amy other
oppovtunities that ave

not addvessed? Ave theve amy
insights that you coulad

£imd i you discussed your ideas
with emother pevson?

Black Hat - signifies caution

Lock back over your logo
Aesign optious amd cvitically
veflect on which owes will
addvess your expectations
and coustraints in the bried.
List why sewme of your

ideas, although so clevey,
wmay wot wovk.
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Selecting and refining concepts
After working quickly and mostly on a
small scale, you then spend more time

refining selected concepts.

of selected design concepts is a convergent
thinking process aligned with the Deliver

phase.

After identifying possible directions to

refine, you will need to loo

and functions of the design elements and

The refinement

continued use of development drawing;
however, you will commence to undertake
more refined drawings to test ideas. You can
undertake a critique with a small group of
peers as a valuable way to receive feedback.
Designers make decisions about what ideas

will be developed further and those that will
be discarded. If there are not enough concrete

k at the aesthetics

principles and the ways that they can assist

you in refining concepts. There will be a

further research if required.

directions to follow, a designer will go back
to generating more ideas and even undertake

For this type, | do not think it is the right Teeling
for icecream packaging. | feel like the type almost
lnoks like digital letters with the letter bodles
being very sqaure and parallel

I tried creating cursive type to give the logo
a more elegant aesthetic. | feel as though the type
is too hard 1o read It printed on packaging.

For this one, | atempted a very minimal and
simplistic look. | have very loose tracking which may
make the type difficult to read on small packaging.
This may be mare ideal for a

For this type | scaled up the ‘D’ but kept the rest
of the letters from my previous trial. | feel as though
The D makes the whole weird more strange 10 read.

Here | adjusted the tracking to be lghter as well

as adjust the letter to be more narrow. | feel as though
the tracking between the D and the cone as well

as the D and O is too tight

I made an error here and did not add the middle
branch ol the E. | leel as though the lellers are still too
thin and will probably not be easy to read.

Added lines on the cone 1o help indicate what it is % D O L C E

I atternpted to make the cone more detailed bul do
not like the thinness of the type. The thin lines

for both the type and the cone will be hard to see
from a small package

dolce

<IDOLCE
Z1Dg L E L

fDOLC E

Twent in the extrems opposite direction 1o bolden
the type, but also feel like it will be will be hard to read ﬂ D o L c E

from a small package.

L L
S Y
O O
ANA
Y

<0

desserts

<|DOLCE

<ADOLCE ”DOLCE

For this logo | combined both
type and imagery. | feel as
though the word ‘DOLCE' is not
super easy to read from a
distance and on a small package.
| added the ‘desserts’ as | felt

the logo needed more balance.
This could potentially be in a sans
serif font.

For these 4 to the left, | have
rotated 90 degrees to create the
an icecream with the D. For the
first logo, making a double scoop
from the D was a poor choice as
it reads as a B. | think the third
from the left is the best amount
of detail on the triangle cone.

Figure 3.16 Exploration of type and image with the aim of creating a logo as part of anice-cream company’s

branding. By Amy Vaughan
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Video 3.1
Methods

3.4 Methods, media and materials

Methods, media and materials are important
tools in a designer’s toolbox.

Methods

Designers will be required to master certain

methods long required in other fields.
Danny Stillion (IDEO Partner), quoted in
Meredith Davis, Complex Problems, AIGA
Design Futures Trend © 2018

In Visual Communication Design, we use
the term ‘methods’ to describe the processes
we use when working manually or digitally
to produce visually exciting imagery.
Methods, along with associated media and
materials, are used during the Develop and
Deliver phases of the design process.

In the Study Design, the methods listed (but
are not limited to) include drawing, collage,
printing, photography, model-making and

prototyping. Video 3.1 explains these in
more detail.

As a Visual Communication Design
student, you are required to explore a range
of methods during Units 1-4. Exploring
and experimenting with different methods,
media and materials can be another way to
develop concepts. However, it 1s important
that in the end you select methods, materials
and media that are suitable and relevant to
your brief and the communication needs

of your client. Annotations in your folio
will reflect your thoughts on the suitability
of methods, materials and media. Do not
discard any explorations that result in being
unsuitable; rather, annotate the reasons for
not continuing with specific reference to
your brief.

Figure 3.17 A deliberately pixellated image created
during the Develop phase

@ Viscomm Third Edition
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Figure 3.18 A watercolour illustration
created during the Develop phase when
exploring methods and media
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Media Digital examples can include:

Simply put, media is what we use to make . software, both vector-based and raster-
our mark with. In Visual Communication based applications

Design, there are both manual and digital + apps

applications used to communicate ideas. - online platforms used for graphic, game

or interactive design, web development,

Manual examples can include: concept art, illustration, 3D modelling

.+ pencil
« ink

. markers

and rendering, photo and video editing

and animation.

« paint — such as watercolour and acrylic
« analogue film.
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Figure 3.19 Two ice cream package designs incorporate watercolour and acrylic paint to create a textured
background. This work was then scanned and loaded into Photoshop for further development, including the
addition of text. By Daniel Nickless

“Exploration

of 5#rface graphicy

SET. -

wag Lhignd e Prefe.
a lage =itk me Flavess
Famg 30
e appiied
akner  Frows

Puagievad Foe
win of tvapping

frading #n Tuu vavions Wenin bive gears

imaged
I pligd Foemn

Figure 3.20 Using manual methods to develop ideas. Annotations describe the ideas and intentions for the
next steps. By Amy Vaughan

CHAPTER 3 Solving communication design problems

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.



Here | have explored the use of organic line The design
to create overlapping swirls. For the top design, to the right
all the lines are at a consistent consitency whereas for the incorporates
one below the lines taper at the ends and a thick where | the use of

applied pressure. For the bottom design, it is cleaner as
only two colours have been used which contrast one
another due to one being lighter than the other significantly.
Furthermore, | could explore inverting the

organic
shapes to
help create

. a swirling
lower design so that the ground becomes ‘ marble
less dominant. "‘ - effect.

) o V Although
The audience’s attention is maintained for there is a
both designs as the eyes follow the “- “k strong use
various tangled lines. | want to explore of contrast,

implementing these designs as scoops
of ice cream or for a type-based logo.

it is assisted with an
equai use of balance.

Following from the designs above, | wanted to continue
exploring the use of organic lines for my ice cream
packaging. These designs are more minimal and therefore
would be best for just the background of the packaging.

The design in the middle is slightly more chaotic as |
overlayed an extra pink line layer. This creates a point of
contrast between the browns and the pink. | also felt as
though it was important to add the pink element or else the
surface graphic only depicts chocolate instead of both
chocolate and strawberry.

Similary to the line designs above, these
designs would work well as as scoops
. of ice cream, the brown dominate
designs for dripping chocolate imagery
or for a type-based logo.

This green design does not

effectively depict chocolate-dipped
strawberry icecream. Instead, this
vibrant green reminds me more

: of lime or pistachio. With the green

e | was attempting to represent the
leaves that the strawberries grow from.

M eI

For the designs to the right | played
around with organic line and shape
to create contrast. | was atternpting
to create a dripping effect but do not
find it super aesthetically pleasing.
For the lower design, | feel as
though it is too conflicting to
have both the bright vibrant
green with the red.

For the designs to the left, | explored
the use of pattern and colour. For
design at the top and bottom designs,
| worked with small, rounded lines

to depict sprinkles, thus supporting
the icecream theme. | feel like the
lines add a cute and minimal detail

to the design to | will work on
incorporating this into my packaging.

For the middle design, | subsituted

the sprinkles for love hearts. | feel as

though this could potentially alter

my design’s target audience to be
more appealing during valentines day season as for
me personally | associate this time with hearts,
chocolates and strawberries.

Figure 3.21 Using digital methods to develop ideas for packaging surface graphics. Annotations describe the

process and next steps. By Amy Vaughan

Materials

Materials are the surfaces or substrates on,
or from, which designs are made. There
are so many opportunities and different
directions that can be explored.

Materials may include (but are not limited
to) paper, card, textile, metal, plastic, glass,
touchscreen or digital interface.

Figure 3.22 Experimenting with hand-stitched
imagery on painted fabric. This image was used
as part of a brand strategy used in arange of
presentation formats including a poster and
brochure. By Eloise Roberts

Viscomm Third Edition
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CASE STUDY 3.3

Garbett Design Studio
Garbett is an independent graphic design studio, founded in 2001in Sydney by Paul Garbett and
Danielle de Andrade.

Our work spans graphic design, brand identity, art direction, signage, illustration, and art
commissions. Our work is a thoughtful blend of function, beauty, sustainability with a touch of
playfulness.

Garbett website, ‘About’

The Studio UC Project

Studio UC is the landscape design studio of Beck Colechin and Richard Unsworth. Garbett had the
delight of working with them to establish the strategy and brand identity for their new studio. Studio UC
collaborate with like-minded clients and established architects on landscapes that encourage a deep
connection between people and nature. The resulting identity expresses their principles of rewilding
and a connection to nature.
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Figure 3.23 Business card

i

Py

Figure 3.24 Tote Bag Figure 3.25 Logo in a three-dimensional
form that directly relates to the service
provided by Studio UC

Questions

1 Identify the use of materials that Garbett may have used during the Develop phase of the
design process.

2 Identity the materials used in the final presentations.

CHAPTER 3 Solving communication design problems 6
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texture

colour

type

Figure 3.26
The design
elements

3.5 The design elements

The elements of design are the components
of visual language used by a designer to
communicate messages and ideas.

The design elements

The design elements include point, line,
shape, form, tone, texture, colour and type.
They can be seen as different ways to make
marks on your paper.

Figure 3.27 A postcard with the purpose of
promoting a positive message. The postcard’s focal
point is created with the design elements of point,
type and colour.

Viscomm Third Edition
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Point

Point can be used as a reference mark to
show the location or position of something
on a map or diagram. It may be shown as

a dot, small shape or symbol to represent
an object or indicate an identity. It can be
cleverly used to draw our eyes to important
information.

Point can be used to dot rendering using

dots (or pixels) of the
same size, but different
colours, to create a
complete image

stippling using dots of

create a pattern or

an image and 1s used
to create tone in dot
rendering or stippling

techmques. different intensities and
Point can be: distributions to create
shades or tones

« single or repetitive

+ used to create tone;
for example, stippling

+ apattern

« decorative

« asymbol

« used as a directive

« a point of reference or to show a location

« used to create bullets within text.

8 ® ® .
Figure 3.28 Point can be used to link information in
adiagram
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Line

Line 1s a continuous mark made on a
surface. Line can vary in appearance
(curved, straight, irregular) and in weight
and style. Line may be continuous, broken,
roughly created or finely drafted. In design,
it is often incorporated with other elements
(for example, to outline a shape or to
produce a contour drawing, which is an
outline drawing) and it can be used to create
a shape, tone, form or texture. The creator
can change the line produced depending on
the tool they use to make their mark.

Line weights and styles are used to
communicate or represent different
information in architectural and third-angle
orthogonal drawings. For example, in three-
dimensional drawing, a system of visible
and hidden lines is used to assist in showing
where changes in an object are located.
Thick continuous lines are used to show
visible parts of an object while thin dashes
are used to represent hidden details.

Bold, heavy or coloured lines can lead the
eye through a design or highlight/emphasise
important text in a document. In freehand

drawing, soft lines may be used to emphasise

an organic subject matter, and rendering
techniques such as crosshatching or contour
hatching use line to show the form and/or
tone of an object.

Line can be:

« organic

« geometric and precise
. directional

« curly
. fine or thick
. solid

« generated manually or digitally
« broken

. irregular

.+ repeated

. vertical or horizontal.

 S—
o [ O
Sl

i

Figure 3.29 Architectural drawings incorporate
different line weights and styles. These different line
weights and styles are used according to Australian
Standards and can represent wall thickness,
dimension and object lines.

Figure 3.30 The use of line in this artwork creates
tone and form

CHAPTER 3 Solving communication design problems
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Shape

Shape is two-dimensional and created by a

closed outline. It can be organic or geometric,

symmetrical or asymmetrical. Used with
other elements, such as tone, it can

symmetrical parts or create form. Shape plays a part in

proportions are mirrored
along an axis creating
acentred and equal

composition

asymmetrical unequal

figure placed on a ground creating
a second shape. This relationship

parts or proportions; may also be referred to as positive

cannot be divided equally  and negative space. Shape may

work on its own as a figure, such
as a pictograph symbol or a simple logo.
Shapes that you find in nature tend to be
more organic and may be free flowing, soft
and random. Think of flowers, sea shells and
the shapes of patterns on insects. We can
look towards architecture and manufactured
items to see geometric shapes such as circles,
squares, rectangles and diamonds. Shape is
very different to form. As shapes are two-
dimensional, they have height and width but
no depth.

Shape can be:
. flat

+ organic

EMBARK 3.3

Logo analysis

the relationship between figure and
ground. Shape may be the dominant

GLASSES it's about the shape

WITH ATTITUDE

|L-|‘|I‘

Figure 3.31 This postcard design incorporates
geometric shapes that assist in advertising a
contemporary direction in concepts for glasses.

.« geometric

« asymmetrical
« symmetrical

« urban or rural
. outlined

.+ solid

« combined

. closed

. irregular.

The images below are a collection of logo designs. As a class, discuss the differences between
the logos, including their potential purposes, contexts, end users and use of design elements and

principles.
Figure 3.32 Various logo designs
Viscomm Third Edition
ISBN: 978-1-009-33999-5 Patterson & Saville
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Form

Form refers to the three-dimensional
nature of an object. Shape is only two-
dimensional;; form is three-dimensional.
Form is a shape that has been enhanced by
another element such as tone, texture or
colour to make it appear three-dimensional.
Form can be represented through drawing
methods such as perspective, isometric and
planometric. Form can also be created in
freehand observational and visualisation
drawings when incorporating highlights,
shadows and tone.

Form can be something you can hold,
walk around and perhaps venture inside.
Architects, industrial designers and
engineers use 3D computer modelling
programs to show the form of the object/

Figure 3.33 Webb Bridge in Melbourne’s Docklands

Form can be:

. geometric

+ organic

« drawn

. constructed

« held

« walked around and through

environment they have designed. They
also construct 3D models from different
materials and create scaled models as
mock-ups.

Form can be looked at in different ways.
Figure 3.33 is a photograph of the Webb
Bridge in Melbourne’s Docklands. The
ribbon of steel with its geometric patterns
creates a semicircular form. The bridge 1s an
example of form as it is three-dimensional;
we can walk on and around it. Figure 3.34
is a perspective drawing of a bridge showing
the internal structure or internal form of
the bridge. This perspective drawing of the
bridge also shows form because it is drawn
three-dimensionally in perspective and has
tone and texture to assist in adding depth
and dimension.

Wor |
/—> 'y‘\{"‘i\ﬂ
0,

Figure 3.34 Using a three dimensional drawing
system such as perspective will indicate form.

. textured

. solid

. natural/found in the environment/
created by nature

. manufactured.

ésinoineyaq adeys pue sasuaipne 0} 81e21UNWWod abenbue| [ensSIA ued MOH
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Tone

Tone refers to the shadows and highlights
found in drawings and photographs. The
different lights and shades in colour is tone.
The range of greys between black and white
is tone. In a colour illustration/drawing,

you can create different tones of a colour by
adding black or white. A black-and-white
drawing can be enhanced by adding a large
variety of tones of grey. Tone is used to
create form or illustrate a surface quality and
can create the illusion of space and depth.

Tone can assist in identifying a shape
because it can enhance the form and
separate the object from its background

by light and dark contrast or by creating

a shadow. Solid or graduated tone can be
used to emphasise a curved surface, creating
the illusion of depth. Tone can be used to
show the surface direction of an object, to
show rounded shapes, to show distance and
to show the form of an object. Tone can

be graduated and solid, and created with
hatching or stippling techniques.

Tone can be:

- graduated or gradiated (gradient)
+ curved

« solid

. coloured

« black and white.

Figure 3.35 This is a drawing from observation. The
object has different tones: a light tone on the surface
facing the light source (window, electric light, sun);
adark tone on the surface furthest from the light
source; and medium tones in between.

Viscomm Third Edition
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Figure 3.36 The design element of tone can be used
to create form

Texture

Texture is the surface quality of an object
and also refers to the way an object’s or
material’s visual appearance is drawn. When
drawing an object, you can combine other
elements such as line, point, colour and
tone to recreate the object or give it visual
interest to communicate an idea. Through
showing the texture of an object you can
visually define the object by enhancing

its form and emphasising the quality of a
surface. By combining the other elements,
you can create a number of textural effects
to simulate surface textures; for example,
the texture of wood grain or shiny metal.
Like other elements, texture can be used to
enhance a design by attracting and creating a
focal point, to link or separate information.

Texture can be:

« smooth + corrugated
« coarse « reflective

+  matt « metallic

+ shiny « woven

. furry « dull

. wet + fine

. tactile . rough.

« natural

. manufactured

© Cambridge University Press & Assessment 2023
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Colour can be:

«  bright

« dull

« dark

« warm

.« cool

+ dramatic
« subdued
. bold

.+ contrasting

. complementary (harmonious)
« monochromatic

Figure 3.37 Family of packaging designs by T )
David Pigeon showcasing different textures - saturated (indicating intensity of a colour
— bright and intense)

« muted — weak, soft or dull

Colour

. . + primar
Colour is one of the more powerful design P Y

o - .. . secondar
elements with its ability to have a significant Y

: , . o . tertiar
impact on people’s emotions and their ability pastel Y
to concentrate and learn. It is used in final

+ neutral

resentations to attract a specific target )
pres °P gt + psychedelic
audience or as part of a client expectation in

ésinoineyaq adeys pue sasuaipne 031 ajediunwuwod abenbue| [ensIA ued MOH

. fluorescent.

a brief. Colour can be an effective element Video 3.2
to highlight or emphasise an idea in a Video 3.2 gives you more information about 1ore about
visualisation drawing; for example, a red colour terminology, and how colours can colour
arrow or coloured text alongside a sketch. be used.

Our world s filled with colour and colour
associations and meanings. Red is associated
with love, Christmas and speed and is often

associated with food. Can you think of three

restaurants that use red in their logo? Video 3.3
. o . Colour
Colour is symbolic in religion; for example, blindness

purple is used in some churches for specific
celebrations.

It is no coincidence that many road signs are
green and white as this colour combination

is easy to read quickly. Yellow is the most
visible colour and therefore used in road signs

and warning signs along with red and white.

Colours have a practical effect on readability, Videos 3.2 and 3.3 More about colour, and Colour

attracting and maintaining attention, blindness (scan QR codes to watch videos)

visibility at night, eye-strain and digital-
based media. You should consider this when

selecting colours for signage, websites, print
3 gnage, P 'EMBARK 3.4

material and other marketing media.

Most importantly, colour can influence our Warm and cool colour palettes

emotions and moods and therefore can be In small groups, brainstorm the effects of warm
easily used to intensify a target audience’s and cool colour palettes on communicating
reaction to a design. messages or ideas.

CHAPTER 3 Solving communication design problems
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serif the small
lines on the end
of the strokesin
some typefaces:
Times New
Romanis an
example of a
typeface that has
serifs

sans serif
literally ‘without
serif’ used

to categorise
typefaces that
do not have serifs
atthe end of the
strokes: Arialis an
example of a sans
serif typeface
typeface family
the family of a
typefaceis all the
different ways
the typeface

is available.

Some typeface
families will only
include Roman,
Bold, and Italic.
Other typefaces
come from big
families and

can have many
other variations
(for example,
Condensed Bold,
Ultra Light and
Light Italic).

Type

Type is the physical representation of

the words we speak and is used to put
these words down on paper. Type is a
way to communicate our thoughts and
ideas. It can be part of a logo (logotype) or
combined with other elements to create a
decorative image to emphasise a purpose.

Type can be:

. bold, 1talic or regular

« uppercase or lowercase
. organic

« geometric

. handwritten

« contemporary

. script

. serif or sans serif

. emotive.

And it can vary in:
.+ point size
. font.

There are many anatomy terms applicable
to letterforms. As a student it will not be
necessary for you to know them all, but
some are essential to assist you in designing
or choosing your typefaces.

Terminology

Typefaces

The term typeface is often confused

with font. But they are not the same. A

font is the one size, weight and width of

a typeface; for example, roman, bold or
italic. Typeface is the overall style or visual
appearance. So, Helvetica and Times New
Roman are typefaces, but Helvetica Bold
10pt, or Times New Roman Italic 12pt are
fonts.

r

Figure 3.38 Serif letters

Viscomm Third Edition
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Family

A typeface family is the complete set of
one typeface — all the different weights and
widths its fonts can be. ‘Roman’ is the term
for the regular style of the typefaces, and
most typeface families also include Italic and
Bold. But some are much larger, with many
variations available. For example:

« Condensed Bold

« Condensed Black

. Ultra Light

« Ultra Light Italic

. Light

- Light Italic

. Extended or Combined Styles.

Having different options allows a designer
to incorporate different font styles but still
maintain some consistency in their work.
And thanks to the pull-down font menu in
computer software programs, we have access
to many families of fonts.

The anatomy of the letter

There is a set of terms used to describe
different parts of a letter. Sometimes these
terms are referred to as typeface anatomy. If
we break down letters into parts, it makes it
easler to understand how a letter is created,
to make observations and alterations and to
use letters more effectively.

See Figure 3.40 for a visual explanation. Terms
that you should be aware of are: x-height,
ascender, descender, baseline and cap height.

Other anatomy terms to extend your
knowledge are: finial, arm, leg, stem or stroke,
apex, bowl, counter hole, crossbar, ear, link,
loop, bracket and unbracketed serifs.

Figure 3.39 Sans serif letters
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Anatomy of type

SERIF SANS SERIF
The little tick at This style of letter
the end of strokes has no serifs

on a serif letter

Ascender
The parts of the
strokes of the lower

. case letters
The distance that project above
between the x-height
the baseline
and the top
of a lower
casex Descender
G akbe = ' The parts of the
strokes of the lower
® case letters
that hang below
Baseline the x-height
The line on which Cap height ¢
the letters sit The height of
the capital letter
Counter
Finial The hole
@ —— Finia
®— Bowl
The curved stroke
that forms
the counter
®—Arm v

®—Leg

Stem or ——¢@

stroke

Crossbar ———@

@ — Ear

Bracket

@®—— Link

@®—— Loop

Figure 3.40 Anatomy of type, inspired by Simon Loxley, Anatomy of type, p. viii
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Consider the following:

kerning the
process of
adjusting the
spacing between
individual letter
forms

tracking refers
to letter spacinq.
It is the amount of
space between
agroup of letters
that can then
affect the density
of a block of text.
Letter spacing can
be confused with
kerning.

Serif typefaces

These are easier to read off-screen and
therefore are used commonly in print
(books, magazines and newspapers).
Serif fonts can be useful for conveying
warmth, personal, traditional and
conservative emotions.

Sans serif typefaces

These are easy to read on-screen and
are commonly used in headlines for
newspapers and magazines, and in
website text. Sans serif typefaces can
be useful for conveying something
technical, cool, clean, youthful and
modern.

Script typefaces

Designed to look like handwriting,
they are useful for display texts

but can be difficult to read in large
amounts (such as text for an article in
a magazine). Script fonts can be useful
to suggest something personal, artistic
and old-fashioned.

o Display typefaces

These vary in style and personality.
Depending on the font, they can be
difficult to read in large amounts;
however, you can find one that will suit
your purpose. They are commonly used
for logos, headings and posters.

Size

Have you ever noticed that the drop-down
menus 1n software programs have a font

size range from 8-72? These numbers are
measured in points and the point size of 72 1s
equivalent to 1 inch (approximately 2.5 cm).
The pica is generally used for measuring
lines of text, with one pica being equivalent
to 12 points (1.e. 1/6 of an inch). Need
further explanation? Type a single letter and
set the font size to 72pt. Print your letter out
and you will find it measures 1 inch.

Why can two different typefaces that use

the same point size often have one that looks
smaller than the other? Well, any differences in
x-height, line weight and character width will
have an impact on how big the letters look.

Viscomm Third Edition
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Kerning and tracking

Kerning and tracking are two terms that

are easily confused because they both refer
to the adjustment of space between type

and type-related characters. Kerning is the
deliberate and selective spacing of letters.
Sometimes when you place certain letters
together, they can create an awkward space.
You will notice this more so when working
with capital letters and creating titles for a
promotional presentation such as a poster.
Kerning, whether adding or subtracting space
between letters, can assist in creating a more
aesthetic and readable text. Tracking and
kerning should be part of your refinement
when dealing with text in a design. Figure
3.41 shows some letter combinations that,
depending on the design situation, may need
kerning.

Figure 3.41 Certain combinations of uppercase and
lowercase letters benefit from kerning, especially
when used in a title

Visual
Visual

Figure 3.42 The bottom text shows an example of
kerning
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Most good typefaces are kerned well;
however, no typographer can possibly kern
every combination for every situation. Some
software programs like Photoshop and
Illustrator have built-in kerning drop-down
menus to apply automatic kerning. Titles
and headings, especially those created in all
uppercase, usually benefit from kerning.
Depending on the typeface and the actual
characters used, relying on the automatic
kerning function of your software program
without manual intervention may not be
sufficient to achieve the best solution.

Tracking 1s different to kerning in that it is
the adjustment of spaces between letters in
a word, sentence or line of text. There will
be times when you will look at a heading

or sentence and feel that the letters are too
dense or spaced too closely together. By
adjusting the tracking (adding more space
between the letters) you can make your text
more easily read or create more impact in a
heading. Tracking is also useful if you need
to get more letters or words onto a line to
prevent text from carrying over onto another
page. A trick in remembering the difference
between kerning and tracking is to think of
a single corn kernel; to kern text is to adjust

a single space. To track text is to adjust the
spaces between a group of letters.

Many word processing software programs
refer to tracking and kerning as being an
overall feature of letter spacing. Learn ways
to manage this feature and be able to kern
character pairs as well as adjust the spacing
or tracking.

Visual
Visual

Figure 3.43 The bottom text shows an example of
tracking

Visual

Tight Tracking

Visual

Loose Tracking

Figure 3.44 Tight and loose tracking examples

Example A
The quick brown fox jumps over the lazy dog
The quick brown fox jumps over the lazy dog
The quick brown fox jumps over the lazy dog
The quick brown fox jumps over the lazy dog
Example A

The quick brown fox jumps over the lazy dog
The quick brown fox jumps over the lazy dog
The quick brown fox jumps over the lazy dog
The quick brown fox jumps over the lazy dog

The quick brown fox jumps over the lazy dog

Example A

The quick brown fox jumps over the lazy dog
The quick brown fox jumps over the lazy dog
The quick brown fox jumps over the lazy dog
The quick brown fox jumps over the lazy dog

The quick brown fox jumps over the lazy dog

Typeface: Times New Roman
The quick brown fox jumps over the lazy dog Size: 12 pt
Leading: 12 pt

Typeface: Times New Roman
Size: 12 pt
Leading: 18 pt

Typeface: Times New Roman
Size: 12 pt
Leading: 24 pt

Figure 3.45 Examples of leading

CHAPTER 3 Solving communication design problems
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Leading

Leading is the process of checking the space
between lines of text (the baseline of one
line of text to the baseline of the next line).
It is called ‘leading’ because thin strips of
lead were placed between lines of metal type
with the old style of letterpress printing.
Leading 1s a feature that is important to be
aware of. The more leading between lines of
text, the lighter the text will appear. Look at
the examples in Figure 3.45. In Example A
the leading is set the same size as the type.
Example B is set at 14pt and was the software
program’s automatic default. In Example

C the leading has been set to a larger size.
Which do you think is easiest to read?

alignment refers
to the setting of

text in a document.

Alignment
Type can be aligned to the left or right,
or it can be centred and justified.

When text is flushed or aligned to the left it
improves readability because we read from
left to right. By flushing or aligning text to
the right this can assist to highlight a specific
part of the text. When the text is flushed
both left and right sides, we say that it is
justified. The result is a clean look; however,
it needs to be used carefully because any
visual cues on when the text line will stop
may not be evident.

Choosing type

Remember: typefaces have personalities. If
their personalities don’t match the essence
of what you are trying to convey you can
create a conflict, which distracts your target
audience.

Ensure that you choose your typeface wisely
and that it reflects the information being

Sometimes referred
to as text alignment
or type justification.
Text can be aligned
to the left or right, or
it can be centred or
fully justified

Some people instinctively centre align
everything because they believe it is
balanced and therefore is better. In
reality, centre alignment is harder to
read than any other alignment, and you
should only use it in certain situations;

for example, for a heading.

Table 3.2 PMI analysis of two potential typefaces

Example

A B G OF & T HHD G T T s 32
U Do Toe Op Ro St 7Ty Ui X Yy 2o

Plus

modern cursive font
minimal style

easily add brand colour
palette

easy to explore
options such as
including texture

vintage theme
gradient lines, bevel
effect

options to change
colour palette
smooth lines and
shape and form that
could relate to forms
of ‘candy’ such as
candy canes

@ Viscomm Third Edition

ISBN: 978-1-009-33999-5

Patterson & Saville

communicated.

Decisions to make include:

. serif or sans serif

. UPPERCASE versus lowercase.

A convergent strategy, such as PMI, may

assist you when choosing your typeface.

Minus

uppercase may be too
difficult toread froma
distance

address tracking and/
or kerning

could be too busy if
placed with any brand
images

no lower case, and
uppercase may be
difficult toreadin
some contexts

may be issues with scale
whentype required in
smallformats

could be too busy if
placed with any brand
images

Interesting/Ideas

opportunities to
include texture
(sparkles, glitter)

use uppercase letter
for the first initial and
deliberately emphasise
reverse black and
white? Play with
outline and shadows

use one letter for the
first initial and

a plainer font, with
lower case, for the rest
of the word first letter
could be developed

to be the brand ‘hero
image’
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Treatment of type - Coloured text is eye-catching. However,
« Trial bold or larger sizes and italics rather black text on a white background will
than uppercase as it may prove to be always be easier to read. Save colours for
easier to read than uppercase. impact and catching the target audience
« Go easy on the use of italics, don’t and leave the content in black.
overuse as you will lose impact. « Try a smaller font with larger leading
« Be careful with underlining. It was a for the content, as it can often be more
common feature when typewriters were effective.

around, but it can make the text harder . . ..
The idea of arranging and organising type

to read. . oy
, L to evoke a feeling or an idea 1s taken further
- Experiment with different colours, but . . o .
L in the images in Figure 3.47. By making
maintain contrast between text and . )
simple adjustments to a selected typeface, by

background. For example, black text on changing the alignment, width or height of

grey backgrounds, or white text on black the type or adding and emphasising italics,

backgrounds. bold and so on, a typeface can assist in

- Inadesign such as a poster, choose two . .
communicating a message or idea.

contrasting typefaces to create a more
dynamic eye-catching design.
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Figure 3.46 Type can be bold, uppercase, outlined, stacked, repeated and have a textured overlay. Selected
carefully, type can become a strong element of the visual language used to create a brand

EMBARK 3.5

Letters in action

Using an uppercase sans serif font, arrange letters to indicate the following actions: shake, up, down,

tremor, heat, steam, frozen.

Figure 3.47 Manipulating a typeface through the arrangement of the letters can assist in communicating
your idea

CHAPTER 3 Solving communication design problems e
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3.6 The design principles

The design principles are how we use
the elements of designs — they are ways
to arrange, organise and employ the

] g design elements.
figure dominant

>/ \ The design principles are: figure-
N\

ground, balance, contrast, cropping,

hierarchy, scale, proportion and pattern

ground dominant (repetition and alternation).

Figure-ground
Figure-ground refers to the shapes,
balance - symmetrical space or forms within a composition.

The figure, sometimes known as the
positive space, refers to the image(s) that

Figure 3.50 An example of ground dominant. The
application of a decorative pattern in the background
creates a focal point in this composition.

are visually dominant on the ground.

The ground, sometimes referred to as

balance - asymmetrical p -
Y the ‘negative’ space or the background,

1s the surrounding area that the figure To create more of a visual impact, or to
1s placed upon. An image can be figure emphasise a message or idea, a designer may
— dominant or ground dominant, as seen deliberately highlight the figure from its
contrast in Figures 3.49 and 3.50. background to create hierarchy or a focal
point within a composition.
Figure-ground can:
: « be ground dominant
cropping - be figure dominant
. create a dynamic composition
. create a stable composition
. assist in creating a focal point in the
hierarchy hierarchy of the composition.
p

'EMBARK 3.6

Figure-ground

‘/‘f"l\

-
-
-

scale

Use figure-ground to illustrate a metaphor.

] , , Balance
’ Figure 3.49 An example of figure dominant .
proportion Balance is the even balance a design
(though not necessarily  principle that refers to the
equal) distribution of ~ Symmetry orasymmetry
the design elements to of components usedin
create harmony within design
pattern - alternation .. Y
a composition.
Balance can be:
« symmetrical
- . o « asymmetrical
pattern - repetition Figure 3.48 Examples of the design principles
@ Viscomm Third Edition
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. radial

« dynamic
. stable

« formal

« traditional

. horizontally balanced
. vertically balanced

« centred

« justified to the left

« justified to the right.

Symmetrical balance

Imagine placing an imaginary line down the
middle of a composition. If the elements
are of equal weight and value on either side,
we refer to this as symmetrically balanced.
Usually when one or more elements are
mirrored on either side, we refer to this as a
stable or more formal composition.

Figure 3.51 Thisimage has a traditional symmetrical
composition (although not mirrored). It has been
arranged with a combination of visual elements
placed symmetrically on the left and right sides of the
composition. This design has a more stable design
because of the choice of a formal and traditional
balanced layout.

Asymmetrical balance

When the imagery is not mirrored, we
can describe the composition as being
dynamic or informal. If the elements
are not mirrored, this is referred to as
asymmetrically balanced.

An asymmetrical composition can be
balanced, as seen in the composition in
Figure 3.52. There 1s an uneven distribution
of elements on either side of the page,
creating an asymmetrical balance. The
overall effect is a strong, dynamic and
effective composition.

Figure 3.52 An asymmetrical Memphis
Design-inspired composition of 3D geometric
forms (Memphis Design was a popular style in the
1980s that blends art deco with pop art)

Radial balance

Balance can also be evident in a radial
design. With radial design, the elements
radiate from a swirl or a circular/spiral path
to achieve balance in a composition.

Radial balance is when a composition is
created by arranging elements around a
central point. Parts of the design must still
be arranged so that they are balanced across
the width and length of the page unless you
are deliberately aiming for lack of balance.

Figure 3.53 Radial balance used in the famous film
poster for Alfred Hitchcock’s Vertigo
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The rule of thirds: a compositional tool
The rule of thirds was first written down

by John Thomas Smith in 1797 and is a
technique that is used to compose images,
whether they be in a painting, poster film or
photograph. To use the rule of thirds, divide
your image or document into thirds both
vertically and horizontally so that you end
up with nine equal sections. When putting
together your composition, place the main
subject matter where the lines intersect.

Figure 3.54 This image shows how you can use radial
balance in the layout of a magazine page or poster

Figure 3.55 Rule of thirds as shown in this design of
acat

Viscomm Third Edition
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The Golden Ratio

This is a mathematical ratio used to describe
what is considered a perfect composition.
Using the ratio will assist you in creating
harmony, balance and proportion within

a composition. Many studies have proven
that we subconsciously prefer images and
compositions that are true to the Golden
Ratio. The Golden Ratio appears in some
patterns in nature, including the spiral
arrangement of leaves and other plant parts.

Figure 3.56 The Golden Ratio is also referred to as
the Fibonacci Spiral

Figure 3.57 Two examples of the Golden Ratio in
nature: a fern unfurling, and an ammonite fossil

© Cambridge University Press & Assessment 2023
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Contrast

Contrast is where two or more elements that
have opposite qualities are placed together.
We can think about contrast in terms of

the tension created between opposites,

such as black versus white, fine lines versus
solid shapes, thick and thin lines, organic
and geometric shapes. Using any of the
elements of design, we can create a dynamic
composition through using contrast.

Contrast can assist in attracting the target
audience and can lead their eye through a
design. Contrasting fonts may be used in
the one presentation to assist in separating
information; a contrasting colour scheme

may be used to make something stand out.
Fine, tightly drawn vertical lines may be
used with a smooth white shape or colourful
circles tightly packed together with a white
square.

ésanoineyaq adeys pue sadouaipne 03} 91edlunwiwod abenbue| |ensiA ued MOH

Contrast can be:

« strong versus weak
. bright versus dull

. serif versus sans serif’

« big versus small

. light versus dark

+ organic versus geometric.

Figure 3.58 Applying the Golden Ratio

GOLDEN PROPORTIONS
Golden spiral Golden circles Golden proportions
Golden section with spiral ‘Golden circles with spiral Golden section
Figure 3.60 Bold, solid white lines contrast with grey
lines
Rule of thirds Harmony triangles Golden triangles

Figure 3.59 The Golden Proportions
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Cropping

An image may be cropped to emphasise
one particular aspect of a design or to
present information more clearly. Clever
and deliberate cropping of shapes, form and
letterform can make a design more visually
dominating.

Cropping an image can:

. change the direction and balance of a
composition

« change the focus

. remove unnecessary information or
parts of a ground that simply don’t work
within the composition

. create greater emphasis

+ help resolve background issues and assist
in placing the figure on the ground more
effectively.

Be careful not to crop so much of an image
so that it can no longer be understood.

Cropping can:

. create an open composition
. create a closed composition
. focus on a detail

+ enlarge an image

.« suggest an image.

BICYCLE
FESTIVAL
2015

Hierarchy

The elements within a composition can be
ordered according to their importance. A
hierarchy may be determined by the scale,
colour or placement and arrangement of
elements in a composition. A bright-red
colour may be used in a primarily black-
and-white design to create a focal point. A
poster that promotes a new movie may use
imagery to attract a target audience and the
text may be designated according to visual
importance (what the target audience needs

to interpret first).

Figure 3.63 An example of hierarchy: the blue sphere
stands above the red spheres

Figure 3.62 Left: closed composition, where the circle is fully contained in the image. Right: open composition,

where the circles continue beyond the image

Viscomm Third Edition
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Scale Proportion

Scale is the size you may choose to draw Proportion is different from scale.

or place an object in relation to the ground Proportion is the comparative relationship
it is placed upon. Scale is used to assist between components within a design. For
in drawing large objects such as houses example, if drawing a face you will probably
and furniture and is used to describe the try and maintain standard proportions of
dimensions of these drawn objects. Scale can  the eyes being smaller in the face. Designers
be used to create visual impact by creating a may adjust proportions to create emphasis,
sense of depth and the feeling of tension. such as drawing a big nose or ears of a

erson when doing a caricature.
Scale can be: P &

+ creating contrast

. providing
proportion

. life-size

+ miniature

« oversized

« enormous.

43

Figure 3.64 Matroyshka (or nesting) dolls show the
importance of scale

Figure 3.65 The eyes are smaller in proportion to
the face

Change of SCALE

Change of PROPORTIONS

Figure 3.66 The difference between scale and proportion

CHAPTER 3 Solving communication design problems
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INSTRUCT 3.3

Scale, proportion and size - confused?

Size — How big is it? What are the dimensions?

32cm

64 cm

Scale — The comparison of objects in the same context. Comparing sizes to each other.

= I

55-64cm 56-64cm

Proportion — the relationship of size and scale in a composition

Figure 3.67 Measurement, scale and proportion

Pattern . create contrast or assist in the hierarchy
By simply repeating an element such as of a composition
point, line or shape you instantly create a - emphasise ideas or meanings through the
pattern. repetition of imagery or text.
When deliberately designing and using Pattern:
pattern you can: - 1s used to create decoration
« assist in creating order within a - is useful in surface design
composition . creates visual impact
. link a set/family of designs such as a range - can be alternating or repetitive.
of packaging

Figure 3.68 An alternating pattern is when two or Figure 3.69 A repetitive pattern is when one

more components are used to make a pattern component is repeated to create a pattern
Viscomm Third Edition
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3.7 Gestalt principles of visual perception

The Gestalt principles of visual perception Proximity

explain how our brains create structure and The concept behind proximity is grouping.
meaning in visual imagery by default. The Elements that are placed close together can be
term ‘perception’ is important when we perceived as part of the same group, that they
think and talk about the Gestalt principles, are connected. This may encourage focus on
as these principles are about the way we try one part of a design because the spacing of the
to create order and meaning in a design. elements is closer than another area.

As a designer, you can order ‘the experience’

that your target audience has when viewing

your design work. Understanding how these

principles work can:

« help you determine a visual hierarchy
including how to group similar items,
and distinguish different ones

allow you to direct the attention of your
target audience to focal points
help you to create not only aesthetically

pleasing designs but ones that are
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intuitive to use or follow.

The Gestalt principles are about perception
— what our mind sees. Using these principles
can help you understand and predict the
target audience’s interpretations.

d dada

Figure 3.71 The rows of different coloured faces are
arranged in alignment, giving a strong perception of
connectedness even though there are differences in
colour and shapes.

Figure 3.70 The Gestalt principle of proximity is very
useful for grouping information. By simply placing
objects, imagery or text grouped together you will
create a strong visual cue to read the information
together

CHAPTER 3 Solving communication design problems
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Continuity Similarity

This principle directs our eye to follow a Our brain tries to group things that appear
straight line or curved path. Our eyes (mind)  similar to each other, and perceive them as
will follow a similar line from one spot to a group. Look at Figure 3.75: your eyes are
another. So powerful is this principle that instantly drawn to the four grey cats and

our mind might ignore a change in colour or ~ group them together as one, even though
shape to stay on the continuous path. they are not next to each other.

One way to use this principle is to create a
“ similar set of icons. Although each icon is

different, the similarities are there to allow

us to see them as group; could save time

~'- ~~'~ with instructions.

Figure 3.72 An example of the continuity principle

’

Figure 3.75 The Gestalt principle of similarity is

useful for grouping elements
Figure 3.73 Even when shapes or forms intersect or

are hidden behind others, our brains try to separate
them into individual elements

Figure 3.74 Continuity is a powerful principle to lead the eye through a design. It is useful for many areas,
including the layout for this poster.

88 Viscomm Third Edition
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Closure

Science has proven that our brains prefer
complete shapes. So, when looking at images
with empty parts, we fill them in to make
complete images. As a designer you can be
quite imaginative in using this principle

to create a logo. Look at the IBM logo in
Figure 3.77 and the series of horizontal lines.

(

’'Q &N

Figure 3.76 Similar to figure-ground, closureis a
deliberate decision to leave out parts of a design.
However, our minds perceive the design to be whole.

—— (e, RS ===
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Figure 3.77 The IBM logo is an example of the
Gestalt principle of closure

Common fate

This principle is when you group related
objects close together or in the one region.
This is similar to proximity. The human
mind perceives visual elements that move in
the same speed and/or direction as the one
group. A flock of birds is a good example.

If one of these birds was to fly out of sync,
or in the opposite direction, it would catch
our attention. It makes sense as a designer to
take advantage of this principle.

The concept behind this principle is that we
perceive elements moving (or that appear to
be moving) in the same direction as related
to each other. Those moving items/elements
are sharing a similar fate. An example is a
drop-down menu.

x & XA A

Figure 3.79 Flock scattered everywhere
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Figure-ground

Our brains are challenged by uncertainty,
and we look for solid elements in an image
to make connections by separating the
foreground and the background.

Our brains find it difhcult to interpret an
object as a figure and as a background at the

same time, as seen in Figure 3.80.

Figure 3.80 Vase or two cats?

Using figure-ground allows a designer to
contrast elements and principles such as

colours and pattern or text versus shapes.
Depending on its use, figure-ground can

determine what we see first.

Figure 3.81 Cat and dog image by Noma Bar

Viscomm Third Edition
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Focal point

The focal point principle asserts what we
see first in a visual image. It is what our
brain sees first.

n waw
»n Ay
n gy w
n ¥y
n waw

Figure 3.82 The first thing you see is the red shape
because of its contrast in shape and colour. After
recognising this, our eyes move around to the other
shapes

ENVIRONMENTAL
DESIGN

Urban living

New directions

Interviews Issue 10
Case studies Winter 2023

Figure 3.83 The geometric artwork on the front
cover of this magazine creates a focal point that
captures the viewer's eye

EMBARK 3.7
Principles of perception

Using five shapes, illustrate your understanding
of the Gestalt principles of visual perception.

© Cambridge University Press & Assessment 2023

Photocopying is restricted under law and this material must not be transferred to another party.



O

CHAPTER
WO

3.8 The Deliver phase of the design process

The Deliver phase of the design process

is more than producing and presenting
final presentations. This phase of the
design process involves looking at your
developed ideas, critically evaluating these
using convergent thinking strategies and
presenting potential concepts to a target
audience for feedback before moving on to
creating the final presentation/s.

Convergent thinking strategies

After selecting concepts, it is time to review
and critically examine the work you have
produced. Through applying convergent
thinking strategies, you will have the
opportunity to synthesise, select and refine
design concepts. When critically examining
your work, annotations are important to
support your visual ideas and evaluations.
This thinking will help you prepare refined
mock-ups that can be shared with a target
audience for feedback.

MAKING SOME CHOICES..

You used convergent thinking in the Define
phase, and also when analysing inspiration
at the start of the Develop phase. Some of
these strategies, such as PMI and SWOT,
can also be useful for Deliver. In addition,
you may also want to explore other
strategies, such as:

« PMI (discussed in Chapter 2)

« SWOT analysis (discussed in Chapter 2)
. Brand matrix (discussed in Chapter 2)

« POOCH charts.

POOCH

In a POOCH chart, you lay out the:

« Problem your design solution is
addressing

- Options you have considered

« Outcomes of each option — the pros and
cons (you could even do a SWO'T for
each option)

« Choice you have made

. How it went — a review of the process.
If you have not yet implemented your

design solution, this step can be omitted.

CHOOSING COVER PHOTOGRAPHY

PROBLEM

V'm ereating a. small photography

OPTIONS
OPTION |

PRES TWO

OUTCOMES

CHOICES

based zine about the month of
June. The zine will focus arsund
the theme of nature and wil
ultrately help 4o promote ndoor
fharts which will help sales, as

o brochure will e inchided with
the zine,

VERDANT

pres the photo shous someane geting out and enjouing nature, having a pienie in
a park, Looks chil and casual

con the tame phota & being wsed in the zine- m not sure f | want the same
phote tuo times in the one e

cory the bop section of the photo sn't as clear os the other fwa photos; This makes
the tupe 'VERDAT® sighthy harder fo read

whak | need & o cover for the
2. The 2ine uil have o very

Frinimal stue 50 the cover snould
rellect that. OPTION 2 froe very mirimal shyje, would pair realiy well with the minimal she of the rest
of the zine
type ‘VRRDAT" at the top of pros there i ks of free space, especially of the fop of the Frame. This leaves
S HevaEny, 50 \hok 1L e oF rocm For the type, aowing f 4o shard out
plenty Aps B
Srst thing peophe wil focus on |
W\MHS&E“‘!&CM{.T}\& "
& 20 Hhak Hhe 2ing can be Jﬁ“ﬂ pros the very light backaround makes the phata look very professional and ek
WHMmME #iss 5 gpod because i wil moke it seem mone high aualing
wverdant zine.
T\'\emver,:l—aotnam{hjsrwld
:0;::* magﬂp:nmreht&:: OPTION 3 pro very minimal shije, would palr realiy wel with #he minimal shye of the rest
% - off the zire
with the plant theme and the VERDANT

subject matber of the zine

The phote should have a ratural
feel 4o it 4o compiment the planks/
nodure fheme of the shop and
therefore of the zine

fre there s.kwm#&sesrme.espermjal 4he top of the Trame. Trie leaves
plenhy of room for the tupe, aliowing 1 o stand out

froe the slabHly darker background eoiour gives the photo a more rustic and
authentic feeh i would make the zing seem more authentic, ks commercial

| have chosen to use eption 3 the cover

photo featuring o begonia.

| hawe chosen this cover for o, variety

of reasons:

- Rrstiy, | realiy love the colours in )
they are all very muted and nedural
Iwhn-.l lonat st orard Ul'\ﬂuah to
look, Sresh and

- secondly, #he guality of he photo &
realhy nics; # is slightly grainy which
adds o the organic Feel, # wil also
ok, realivy well with the rounfer
paper that | am thinking akout
privting the 2ine in | thok i wil
create an overall natural, arganie
and healtiny locking zine that uill
appeal fo pecple wno are interested
n plarts and nahure

= another good thing & that it has
plenty of negative space of the top
of the photo; this makes room for the
fype to stond out realiy well and
works best with the tupe baing ot
the top (muy Faveourthe variation)

= 1 s love the hinks of purple on the
undersides of fne leaves; it adds o
rw‘.‘oj mlﬁ dirnension to the prte.

CHOSEN PHOTO:
OPTION THREE
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Figure
3.84
APOOCH
chart. By
Niamh
Boura
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Critiquing « involve the use of physical mock-ups

You will be expected to present your design - be undertaken in a small group or as a
ideas for critique, and use this feedback class, where each member takes turn to
together with convergent thinking strategies give feedback

to guide the selection and refinement of + include opportunities for verbal or
concepts. written feedback.

A critique may:
+ include written notes or a presentation to
support mock-ups

Space here for packaging
. details such as barcode and
n n D a @ nutrional information
I could try and simplify
M @ @ K u S the design by removing
the pattern on a couple =
of scoops

The surface graphics were created an iPad Pro with an Apple Pencil on the application
procreate. | explored the of organic line in order to create swirls and waves. The soft and
gentle colours | have incorporated help to clearly depict to the target audience of the chocolate and
strawberry flavour. For the other flavours my client sells, the colours can simply be altered

to suit a different flavour. For instance, the pink and brown could be swapped to green

and brown to identify mint choc chip.

Ice Cream
Cone
Wrapper

ehocolate dippead Sirawuerring

Icey Pole Packet

| have implemented a handmade
typeface in which | created
through the website
https:/iwww.calligraphr.com/en/

The letters are handwritten

thus creating a more appealing

and ‘homemade’ aesthetic to my packaging. The
‘chocolate dipped strawberries' type could be

} 3 | lowered so the lower section is more balanced
\ ; within the pink organic shape.| potentially could
. o ; | removed the cone imagery look closer at the keming of each letters to assure
o ! to not only simplify my design the spacing is more equal between letter. Then
h ‘ for this type of packaging but also again,
-~ O becuase there is already a cone
199}‘ PQIQ S“Ck which my design will wrap

Figure 3.85 Creating mock-ups to use as part of a critique makes it easier to receive feedback. By Amy
Vaughan

Delivering and responding to feedback  checklists the criteria for the

After presenting design concepts for communication need, or a graph indicating
critique, you will return to using convergent  Survey results for the desired solution.
thinking strategies to reflect upon any
feedback provided, and decide what will
be implemented. It is important that you
view all feedback alongside the criteria
determined in the brief.

You will resolve your use of visual language,
which includes the use of the design
elements and principles and methods, media
and materials. It is at this stage that you
refine your choice of presentation format to
Strategies could include using a checklist, a communicate and present finished design
tool like a POOCH chart, panel discussion, solutions.

a designer report or a spreadsheet that

Viscomm Third Edition
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LOGO FEEDBACK + ADJUSTMENTS

I
2
o
[
=)
=
(7]
c
i
o
=]
(]
How visually interesting is the logo? For the question of how visually [
14 resgnses interesting is tne lago | got mostly 8
i 4/5's which | thinks it < a pretiy [))
qood resulty Yor a. logp you don't (e)
Lo realiy want # to be TOO vieually o
50 interesting because it should be 3
eosy to repeat, put on difterent 3
a “ presentations and idertify. | fink c
0 0%) 0(0%) ' :
00 L L AT i pretty happy with this part °
2 2 ‘ : 2 of the evaluation, Q
~+
How effective is the hierarchy (the type VERDANT' shauld draw the eyes) The majority of the results for 2_
[T —
= how effective the herachy & are o
® /5 which is great, however there g
;i I | S 4 are o. few 4's and even 2's which o
isn't great. | am personally pretiy f_D'
! hoppy with the heirachy but =
2 from this feedback Im getting 8
Qs i) the feeling that | should explore (7}
¥ f 2 3 7 5 waue oF improving it Further. g
Q.
(/2]
How effective is the typeface? Does it fit in well with the imagery? How busy is the imagery? 3 being the right amount {not too busy but not boring elther) -5
14 reapanaes 13 responses ()
T
100 10.0 (]
o
Te 75 g
50 50 Q<)
8 25 8
0{0%) %) 00%) 040%) 0 0% L ]
oo 0.0 m
1 3 3 4 5 1 2 3 4 5 "~
|tk fhad Hhis is o, pretty good evaluation; | arn realiy happy with the 'Span Condensed! | s Hhink, Hhat this i< o good evaluation; three was the result that | was aiming to get,
typetace that I've been using for it and from the evaluation, <o are most of the people and the fact that Tof of the people | surveyed said 3 s very postive. However, | may
who | sur\.leaed. However, | may decide to experiment with the hjpe o bit. explore wous of making it slig\-rtlfj less buS'.lj due to the few people who said 4

That will be so easy to build into my work...

This idea. wouwkd be very easy to encorporate into the e P i

design, nowsever | unw.'{hu:‘i would “'r’:‘F" the We__ Make the typeface smaller so that there Is ‘ ‘ If anything I'd see what itd lock like —H‘\

neiracny and make the type kess legioke. Ao, | think maore breathing space’ in the logo. with the "plant” text a little smaller. This comrent relates to the ides that the
Hhat the Treathing space’ could be achieved mare heirachy could be improved o bit. This i
efbectivehy tounh lighter siroke weights on the drageefy nstead, definitehy the way that | would go about #

50 1l explore fhis idea. on the next page.
| Hhinis thad could be cute buk 4
would go againsk the minmal
; and madern stule of the shop. picture of something it would draw more people in
plant-y idk how to describe it) | ninis, e hypefoce | nave now

s very effective,

i really like the layout, maybe If you added colour to the
maybe a softer font (kinda more

This idea. would be pretly easy to encorporate into the design. Ve already explored
ditferent colour waus for the presentation o | should expand upon them more near fne
end of the desion process o give the client a. range oF colour wauys that tne legp can ke
presented in in the future, However, | ant the logo to be primarily presented in black
and white because | think, that this makes it ook more professional.

1 disagree with this; | thins that it doesn't make sense especalily when they're saying that the issue with
4he current typeface & that iKs too heow, because the typeloce used n the middie row of e steker
sneet & EEALLY heavy, However, [l gre the person the bereht of the doubt and gre i o go because |
don't ward to get shuck being cosed minded,

5 _ . e B
- Try a different typeface. In fact, the one used in the middle line of your P, o
- = : : - . -

g sticker sheet is perfect. | feel like this would have a stronger relationship Try simplifying the image in the logo - make sure all lines are ;
T to the lines of the image above it. Having said that, | do like the crafted feel J the same stroke weight, and perhaps remove the E
£ 25 7 hading lines in the middle stem. et
e of the current font, it just feels a little heavy at the moment. 8 9

: O i o

° . ; 5

[= e’ e 1 thirk thot this could be helpful but 1'm not sure. 1t is de*‘nvidlj passinke 5
5 1t that this icken. would be cool in theon but | don't think, i would realiy 0 encarportag info my design, however | Hhink the varence in stroke 3
a ’ \ work, ond even i # could work | don' think, it would look as professional os | weights makes the design more legicle and | Tear that if oll of the =
Acz would want 1o, Also, i would, b= hard to encorporate nto the desgn becouse strokes are he same weight it would ke harder to understand that
s e body of e dragently and the ‘0! don't Ine up.. To make them bne up | #he magery i a drageofly or # could ook reslly crowded- 1 wit be
= would have to drstically change the positioning of the letters, #hrowing the difficult 4o aet riaht but gjve  a.go.

design ofS balance and probalshy ruining the symanetry, Thak & wy | don't
ks that nis will be very do—alble ard | went explore it on the next page.

Have vou tried bringing the body of the dragon fly down
1o replace the 'stem’ of the capital D

Y
Y

Nah, way too hard to build into my work...

Figure 3.86 Thinking convergently with surveys and matrix; logo feedback and further refinement.
By Niamh Boura
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Chapter review and tasks

Summation

As a student of Visual Communication Design, you will be asked to respond to a brief or create
one of your own and use the VCD design process to produce final presentations. This unit has
specifically focused on the Develop and Deliver phases of the design process to create visual
language for a brand or a business. Information about methods, media and materials along with
the design elements and principles, including the Gestalt principles of visual perception, have
been addressed. Understanding that divergent and convergent design thinking are part of any
good design process along with critiquing ideas for feedback will provide support for creating
solutions to design problems. As designers, it is our moral and ethical responsibility to respect the
intellectual property (IP) of others and always acknowledge and/or seek permission to use the work
of other people.

Multiple-choice questions

1 Visual languageis:
A language made up of symbols
B the design elements and principles
C asystem of communicating using visual elements
2 Abrandis:
A alogo for acompany
B atype of product
C the elements and visual language used to communicate a company’s qualities
3 Copyrightis:
A legal obligation that protects inventions
B atype of IP that protects original works created by designers, artists and authors
C the copying of another person’s work
4 Divergent thinking is:
A thinking broadly using a range of resources
B narrowing ideas and concepts down to a select few
C following a design path on a divergent angle

Mini task: Storytelling
Brand identity and visual language
CARE Animal hospital has a strong brand identity due to deliberate use of visual language.

Study the images on the next page and then answer the following questions:

1 Identify the different presentation formats.

2 |dentify the purposes and contexts of each presentation.

3 Describe the visual language used across the different presentation formats.

4 Describe how the visual language could inspire you or be used as starting points for your own
branding design work.

@ Viscomm Third Edition
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CARE pss

Centre for Animal 5 Hood St. Collingwo
Referral & Emergency

SY¥H ¥T N3dO +
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24HRS % OPEN 24 HRS, 7 DAYS

. 1300 888 200

Figure 3.87 Branding collateral for CARE (Centre for Animal Referral & Emergency)
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Extended task: The elements and principles
Step 1: Create a series of images to represent each of the design elements and principles and the

Gestalt principles of visual perception.

Jms
1 r;f:

Figure 3.88 Mid-century patterns illustrate some of the design elements and principles

F 11§

Step 2: Using your images, create a set of tickets to a festival of your choice.

Figure 3.89 Festival tickets design

@ Viscomm Third Edition
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Essential question — Unit 1, Area of study 2

How can visual language communicate to audiences and shape behaviours?
VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 22

A deliberate and considered use of visual language can increase engagement, influence behaviour
and reposition the brand or business among audiences or users.

Working in small groups, answer the Essential question using the branding for ‘Who Gives a Crap’
shown in Figure 3.90. Present your findings to the class.

Figure 3.90 Branding by Who Gives a Crap

VCAA assessment
Unit 1, Outcome 2

On completion of this unit the student should be able to create visual language for a business or
brand using the Develop and Deliver phases of the VCD design process.

To achieve this outcome the student will draw on key knowledge and key skills outlined in Area of
Study 2.
VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 23

Park kiosk

The brief

Your local council has recently installed a kiosk for the local park area. You are required to design a logo
and associated branding (colour palette and typeface) for this kiosk. The final logo design will be applied
to a coffee cup and loyalty card. The purpose of this design work is to identify the new kiosk. The loyalty
card will inform the target audience of location details and the number of takeaway beverages that they
have consumed.

This task requires you to respond to the target audience and the context of your kiosk. Note that your
local council may be an inner city, urban or rural location or even in a forest or seaside location. You will
need to think about your context and the target audience.

Constraints
Your logo must work well in colour, black-and-white and on a variety of scales.
Your logo will connect with the context of your kiosk.
All design work will address your target audience.

Expectations
Complete all design tasks to assist in developing a logo and branding.
Use the design elements and principles in both practical work and your annotations and use them
when making design decisions.
The purpose and context must be kept in mind when making design decisions.

CHAPTER 3 Solving communication design problems Q
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Tasks — Visual Diary work
Complete the following research tasks in your Visual Diary.

Gather and analyse inspiration
Trends

Research current trends in logo design. Find five examples of current trends in logo design and
paste these into your visual diary. Annotate each example and include a URL. For example, you
might find that in the previous year, logo trends included the use of:

gradients, retro styles, hand-drawn themes, thin lines, overlapping

elements, motion graphics and video, abstract themes

geometric, semi-transparent elements, use of negative space.

Brand matrix

Organised and synthesised research: Collect 20 different logos that you find appealing. Create a
brand matrix that looks at the different ways coffee and tea brands are represented. The brand
matrix will help you to separate and synthesise the logos.

Case study

Select one logo that is used to brand an existing kiosk or café. Analyse the logo by referring to:
Use of type and/or imagery
Colour palette
Relevance to the target audience
Success in meeting the purpose
How would it work in different contexts?
How it works on different scales.

Generate imaginative ideas
Brainstorm

Complete one page of brainstorming — use both type and imagery. When finished, highlight key
words and images that stand out for you in relation to your context and target audience.

Forced Associations

1 Choose two key words from your brainstorm at random.
2 Sketchalogo based on the two words.

3 How many times can you repeat this?

4 Annotate this work.

Mood board

Using your brainstorm and forced associations activities, create a mood board to provide visual
inspiration for your logo design.

Annotate this work — it may be labels.

@ Viscomm Third Edition
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Develop - create, recreate and experiment
Media and materials

Develop your logo further over two pages. At this stage, your work will mostly be digital. However,
you may still incorporate aspects of manual work depending on the aesthetics of your logo design.

Next, over two pages in your visual diary, explore a range of methods, media and materials to
generate surface graphics for both the loyalty cards and coffee cup.
You are encouraged to explore a variety of methods including painting, printmaking, drawing,
photography etc. When you use a variety of methods, you will find yourself using a range of
media and materials.
You may start manually but will end up in a digital world.
You may use any software including Photoshop, lllustrator or Procreate on aniPad.
You must annotate all explorations (more than just labels).
Select one direction for your logo and in a group of three, critique your ideas for the logo.

An exercise in type

Figure 3.91is the exterior and interior of a birthday card. Look carefully at the kerning and tracking.
What improvements could be made? Has the designer tried to create a specific style? Can you
describe the use of visual language? Is the kerning, tracking and leading deliberate? Print out a
copy of this card from your digital text (or photocopy) and annotate the exterior and interior card
with suggested changes to improve the formatting of the text.

PPY BIRTHDAY SUCHA .

spegial

DESERVES TO HAVE A

grea

DAY!

exterior of card interior of card

Figure 3.91 Exterior and interior of a card
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Grids and layout

Once you have created the elements (imagery and type) for your takeaway cup and loyalty card,
explore strategies for creating a balanced layout, including rule of thirds and Golden Ratio.

SHARKBOY - FINAL PRESENTATION

- stampes for the loyalty cards - changes everyday
‘ v ——
E ﬁf ‘ € —
SHapyBoy LOVYALTY
A0 customer receives a free coffee
——t s When they reach this dot
loyalty card is to scale
P A c K A G I " E “ E T customer will receive a stamp of one of these designs
on one dot every time they buy a coffee
'ill hewe ssssonal veristions too

Figure 3.92 A logo
with elements. Having
elements for branding
allows more success

in creating design
collateral and a brand
campaign for the client.
By Kelly Liu

ﬁ 1 sssss
8-e-C Y \o
N v v@ @) s"ln;nnyﬁ 586868

Q
s”dn KBOy

(epes (ES

ﬁ“’le lnTY ®

Stag i Boy

Q
Boy

Figure 3.93 Exploration of layout using rule of thirds, grids and Golden Ratio. By Kelly Liu
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Final presentations
Print a hard copy of the loyalty card to scale.
Apply graphics to a coffee cup packaging net.
Photograph both presentations and apply to a presentation board.

Student examples:

Figure 3.94 Branding for Khrisalis Coffee. By Eloise Roberts

@00 &
0000&E

CAlM

KIOSK

Figure 3.95 Branding for Cabina Coffee. By Joel Alberti
Figure 3.96 Branding for Calm Kiosk.
By Lucinda Roberts
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Chapter 4

Design’s influence and influences on design
Unit 1, Area of study 3

What influences design, and what does design influence?
VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 24

KEY KNOWLEDGE: /
influences on design such as economic, technological, cultural, environmental and social factors ;
the influence of design on behaviours, interactions, systems, and outcomes
sustainable and circular design practices and their value
manual and digital methods, design elements and principles relevant to the design of three-dimensional

J objects

J - rendering techniques used to simulate surfaces, materials, texture and form, and depict the direction of light,

shade and shadow

/ - technical drawing conventions appropriate for the documentation of object designs

appropriate design terminology

KEY SKILLS:
research and analyse past and present influences on design
\ - research and analyse the influence of design in past and present contexts
\ - select and use appropriate manual and/or digital methods, media and materials to represent and render forms

‘\ - select appropriate design elements and principles when developing a sustainable object
adopt circular design practices during the Develop and Deliver phases of the VCD design process
annotate design ideas and concepts using design terminology
apply two-dimensional drawing methods, such as technical flats or third-angle orthogonal projections, to
/ depict objects from multiple views
apply three-dimensional drawing methods, such as isometric or perspective drawing to represent the form
and structure of objects
apply appropriate technical drawing conventions to documentation drawings
VCAA, VCE Visual Communication Design Study Design 2024-2028, pp. 24-25



Design was once at the cosmetic end of a decision-making food chain; not to decide what to make in the
first place.
Meredith Davis & James Hunter, Visual Communication Design — An Introduction to Design Concepts in
Everyday Experience, 2017, page 10

OVERVIEW
Design is not created without influence, and as designers we can influence behaviours through our design
y decisions. The design of objects in both past and present contexts have been influenced by social, cultural,
y environmental, technological and economic factors. This unit looks at the design of objects and ways
4 that we can design better, for our planet and its future, using principles of good design, sustainability and
circular design practices. This chapter will prepare you to design a sustainable, three-dimensional object,
using divergent thinking strategies while experimenting with design elements, principles, materials and P
media. Ways to present ideas and concepts for objects, including rendering forms, paraline and perspective -
drawings and two-dimensional drawings such as technical flats and third-angle orthogonal drawing, will be
included in this chapter.

This chapter focuses on the Develop and Deliver stages of the VCD design process.

Discover Develop

: Divergent T Divergent Thinking Convergent Thinking
i . Gather insights S Gather & analyse inspiration: Critically evaluate ideas

Apply research methods R Brainstorm Refine concepts

+ Explore stakeholders’ s Generate imaginative ideas ! Test, iterate, evaluate

' needs, perspectives & R Draw and make Resolve final features &

experiences E Create, recreate, details

! Suspend judgement experiment Choose presentation

formats

sewesssescsesceesoooooo o DESIGN BRIEF -----

Keep an open mind

VCD DESIGN PROCESS based on the UK Design Council Double Diamond model



41 Influences on design

Factors that influence design include
economic, technological, cultural,
environmental and social factors. These
factors can influence decisions made during
the Develop phase of the design process such
as brainstorming ideas and when thinking
convergently during the Deliver phase. When
addressing the design of products, influences
on decision making might include:

« finding ways to work within a tight
budget, such as using recycled materials
or designing ways for a product to have
several purposes

. using the latest software to improve
design outcomes

. building a culture of change, such as
Improving composting in a primary
school

- designing seating to allow for connection
or social distancing.

Economic influences on design
Undertaking a design process and creating
final presentations costs money. A client
will have a budget to adhere to, and the
costings associated with the project need to
be discussed at the beginning of the design
process between client and designer. Design
can be influenced by the financial costs of
the nature and quality of materials used,

and how the product is going to be made.
Mass-production is less expensive than a
product that is custom built. Other factors
can increase the cost of design, such as
transport and assembly when developing
the design.

‘Cutting costs’ doesn’t mean that design
must be of lesser quality. For example, zero
waste sewing patterns (sewing patterns that
usually don’t require a paper pattern and
use most, 1f not all, of your fabric) are often
well designed, functional and reflect current

fashion trends.

Figure 4.1 Zero waste sewing often uses written
instructions rather than paper patterns and aims to
create little or zero waste in the cutting of fabric. The
process requires the user to follow instructions to
draw the pattern pieces directly onto the fabric or
paper if they want to create a paper pattern.

Formed by function

Ballarat-based company Formed Imagination
changed their business direction to survive
financially during the outbreak of COVID-19in
2020. The company established by Nathan J
Weyers designed, fabricated, transported and
integrated theatre sets across Australia. WWhen
theatre productions stopped in 2020, Weyers used
his initiative to create an innovative product range
for the home. The new addition to the company
was called Formed by Function. Their story is

one of success as they responded creatively to
the changed climate of audiences by producing
products that follow good principles of design and
provided work for their employees.

@ Viscomm Third Edition
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Figure 4.2 The desk design is made from 6 flat-
pack,18 mm high-grade birch plywood pieces that
slot together. The design is economical because
the designer can reduce the amount of waste when
cutting out the pieces and customers assemble
the product themselves, and the cost of delivery is
reduced because the design comes flat packed.

© Cambridge University Press & Assessment 2023

Photocopying is restricted under law and this material must not be transferred to another party.



Technological influences on design

In VCD, when we refer to the influence of
technology on design, we are talking about
ways that technology can assist us in our
design processes, and the way that good
design can make technology and products
more human-centred, for example in the
integration of technology and clothing
(Figure 4.4). Technology has been behind
design ever since its advent in the form of

the first primitive tools. As new tools were

invented, they influenced change in the way ) _ . _
Figure 4.4 The Keypod is an electronic control unit that can

be sewn into any garment, such as this glove, or even shoes,
to allow users to be seamlessly connected to their devices

we behave and live. For example, Artificial
Intelligence (Al) and augmented and virtual

reality have impacted the way we interact whilst still participating in their daily activities such as sport.
with each other (e.g. VR gaming), and The Keypod is light, flexible, washable and has a long battery
billboards include animations that advertise life. It won the 2018 Telekom Fashion Fusion Challenge.

a world or context that is yet to exist.

Software such as 3D modelling programs
(Figure 4.3) allows designers to move more
quickly and at a higher standard through the
design process, including planning, iteration,
prototyping and creating the final solution.
Designers can use software to model the
behaviour of their newly designed product in
different contexts, with lifelike features such
as lighting to create a realistic representation
of their solution for clients and stakeholders.
3D printing is not a new technology: it dates
back to the 1980s, but it became popular in
the 2000s, and the hardware and software for
it continue to develop. The technology of 3D
printing allows the production of intermediate
forms and prototypes to assess and test in the
development of design solutions.

4 Flashibrin - untitied Apg. -t

BEEREA

sl Guppoms P

.
®

NEEE

{eHolHoH--Ho|

FlashForge Creator 3 - 0.4mm

Figure 4.3 Adobe Fusion 360 allows the creation of prototypes during iteration and can print a 3D model for
feedback. Images by Finn Abbott
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Cultural influences on design

Culture can be defined as the common ideas,
customs and social behaviours of a group

of people or society. Understanding and
developing empathy with the culture for
which you are designing is one of the most
important jobs for a designer. Yet it is not
always that simple, as cultural norms influence
what every culture sees as good design. There
are many cultural factors that may influence
design, including language, geographic
location, education, customs, religion, politics,

existing values of a community, trends in
fashion, art, music and literary styles.

Culture can hold a lot of power and
influence on the way that people interpret
design. It can be what inspires designers

to create products that are more sensitive

to people’s lived experiences. For example,
certain products have a colour associated
with them, such as red for safety and
medical support. The colour green is
becoming more associated with our cultural

shift towards a more sustainable lifestyle.

Figure 4.5 This car emergency kit uses the colour Figure 4.6 The colour green is becoming more culturally
red, which in many Western countries indicates accepted as a symbol or meaning for a circular economy and
danger. However, in parts of Asia, yellow may be sustainable living

used for danger and warnings

EMBARK 4.1

Culture and technology

Newton’s Third Law of Motion is: For every action, there is an equal and opposite reaction. This can also be
used as a metaphor for technology and culture: technology can influence culture. The late nineteenth-
century Arts and Crafts movement was in response to rapid industrialisation, and perhaps we can
claim that the current maker movement is history repeating itself. In contrast to the rapid technological
advances of today we see a parallel of slow making and do-it-yourself projects such as sewing
(including sewing clothes by hand), knitting and artisans’ communities. These movements provide a
relationship between materials, form and expression with technology in innovative ways.

Find an example of:

a product design that has been influenced by culture
a culture that has been created or influenced by design.

@ Viscomm Third Edition
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Environmental influences on design

Good design takes into consideration

and minimises the impact on our planet

by thinking about the resources that

we use and the waste that is produced

during the process. Approaches to more

environmentally friendly design can include:

. Limitation of raw materials used, which
can reduce the volume of materials we
extract from the Earth. Can also reduce
environmental impacts by creating lower
weight products and lower transportation
costs

«  Elimination of hazardous materials,
which are a major cause of pollution and
cannot be recycled

« Reduced use of energy, such as designing
products that conserve energy when not
in use

+ Designing products that have a longer
life cycle. This may include designing
products that can be repaired or put to
another use. Design for disassembly

- Opportunities for recycling and using
recycled materials. For example, use
recycled cardboard for package design
with ideas for future use, such as
containers to grow seedlings.

Figure 4.7 Studio Periscope's self-assembly T-Stool
can be updated with re-cycled fabrics such as t-shirts

Social influences on design

Design can be social as it can influence
behaviours and interactions between people. In
times of COVID and social distancing, design
was used to assist people to stay connected yet
socially distanced to remain safe, through the
protection of personal protective equipment or
pavement stickers advising where to stand when
in line. For example, Board Grove Architects
designed a stool for the 2020 MPavilion, which
allowed different options for the arrangement of
seating, while also providing social distancing.

Figure 4.8 MPavilion 2020 Stool Dolly (see Interview
with a designer 8.3)

The Rollie

Studio Periscope won the 2019 Victorian Design Challenge
where designers and students were invited to tackle one of the
great challenges of our time — waste. Studio Periscope’s Rollie
design is a hot composting system for primary schools that
combines education and play, and deals with food waste at the

same time. The food waste collected in primary schools can be 3 £
converted into a compost resource and reduce methane gas

emissions at the same time. Hot composting refers to compost

Figure 4.9 The Rollie composting
system by Studio Periscope

being aerated through turning the waste materials, which can be

a strenuous exercise to undertake with a shovel or garden fork. The Rollie offers a hamster-wheel type
structure for students to play on, which makes aerating easy and fun. The engagement that the Rollie

provides will teach young children from an early age the importance of composting, specifically about
the process of aerobic hot composting, and assist in contributing to the war on waste.

Questions

Describe how each of the following factors may have influenced the design of the Rollie.

economic - cultural
technological

environmental

social factors.

CHAPTER 4 Design’s influence and influences on design
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Be my eyes
Be my eyes is a digital product that has been influenced by
social factors by enabling people to see the world together.
The Be My Eyes app enables a vision-impaired person to share
The Be My video from their device with a sighted professional or volunteer,
Eyes app so the latter can describe what they are seeing to the former.
Examples of use include:

colour-matching clothing

learning how to use a new appliance

reading recipes

describing a photograph

reading canned food labels. Lisosdiunsasssinhingiod
One woman even used Be My Eyes when she could not
find her cat — she walked around the house with her
phone, including pointing it to inaccessible places, and the J
volunteer saw the cat hiding under a bed. Figure 4.10 The Be My Eyes app

Ba My Eyes

Join the community.
See the world together.

W é'ﬂ-..

424,694 5,939,952

e to volunteer

EMBARK 4.2

Past influences on design

After World War Il (1939-45), designers were
interested in utilising production techniques and
surplus materials developed and produced during
the war to produce domestic products, another
example of using good design principles to create
functional and aesthetic design works.

What examples of design from the past can you

find that have been influenced by factors such as

economic, technological, cultural, environmental Figure 4.11 William Miller’s inflatable chair (1944)

e is an example of design in response to post-war
context. The chair is composed of vinylite, a
synthetic plastic developed to make gas masks,
protective equipment and waterproofing material.
The use of this material came out of postwar ideas
to use new kinds of materials and production
techniques for domestic products.

4.2 Influence of design

Using visual language and considering - If'akeep cup is well designed, a person
design factors, designers can have an impact will be more inclined to carry it around,
on people and on our planet by influencing and avoid takeaway cups.

behaviours, interactions, systems and .

: Interactions

outcomes, as the following examples show. . .

- Engaging playground equipment can

Behaviours draw children and families to interact
« Fashion design can influence trends in with an environment.

what we wear

@ Viscomm Third Edition
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Systems Social issues can arise when a new product

« A designer might consider how many has good or bad side effects. The smartphone
steps it takes to complete an action before  changed the way that many of us connect
people give up. with each other through texting and social

media apps meaning that people don’t have
Outcomes Pps & peop
. C to catch up in person. In addition, the vast
« An architect might include large .
. : . number of smartphones being sold has enabled
windows to increase natural light to help .. .
) huge opportunities for employment in the

relax and ease occupants’ stress levels. . ..
. . . . manufacturing area. When designing new
A graphic designer might use a specific ) .
products, we need to think about social factors

type of paper to encourage people to . . .
and to be inclusive of minority groups such as

recycle. g e
people with disabilities.
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CASE STUDY 4.4

Huskee - influences on design and a design that influences
Huskee coffee cups are sustainably made from waste coffee husk. They can be purchased with
matching saucers for use at home or by a café, or with alid to be used and reused for takeaway.

wi

Figure 4.12 Huskee Cup won a Good Design award for Best in Class in 2018
Table 4.1 Influences behind the design of Huskee

Economic To design a reusable product to save costs, that can withstand the rigours and
demands of a café

Technological To create aninnovative product made from a new raw material based on coffee husks

Cultural To design a reusable coffee cup that reflects the culture associated with
principles and values of sustainability

Environmental To address the problem of waste: the Huskee cup reduces the amount of
waste produced by the coffee industry by applying three principles of
sustainability — reduce, reuse and recycle

Social To connect people through the habitual coffee-drinking social catch-ups

Table 4.2 How Huskee influences people

Behaviours  Attractive design encourages people to bring their own cup for takeaway coffee,
rather than using a disposable cup

Interactions Encourages socialising in a park or other contexts where a takeaway coffee can be
enjoyed

Systems New technologies and process — the process of reusing coffee husks to make products

Outcomes Encourages sustainable options for cafés
Continues to make the culture of takeaway coffee appealing for those whose
personal ethics do not align with single use products

CHAPTER 4 Design’s influence and influences on design
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4.3 Circular design

Every artefact around us has been designed:
objects, messages, environments and
experiences. There have been times in
history where design was about form and
aesthetics, and other times when function
and responsible use of materials and processes
was at the forefront of our needs. The impact
of historical events, like war or the industrial
revolution, or social, cultural and technological
factors, like mass production, machines

and computers, have all played their part in
influencing design, and design has influenced
them.

With the impact of global warming,
pollution and irresponsible creation and
disposal of waste, embracing circular design
practices when undertaking a design process
will be better for us and our planet.

A circular design practice relates to the
concept of a circular economy, in which
resource use, environmental impact, waste
and pollution are minimised, and materials
and products are kept in use for as long as
possible through re-use and recycling. It
refers to a non-linear practice, where an
object, message, environment or interactive
experience is designed with outcomes that
are durable and can be adapted for different
purposes. Designs that can be repaired,
reused or repurposed.

A traditional approach to a design process
may place emphasis on meeting the needs
of the user or target audience. With a
circular design approach, designers look
much more widely, and consider not just
the user, but the system within which the

At every phase of the design process we
need to both zoom in on the user needs
and zoom out fo consider the systemic
implications, oscillating continuously
between these two equally critical
perspectives.

‘Circular design’ © 2017 Ellen MacArthur

Foundation. All rights reserved.

Viscomm Third Edition
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design will exist. We should look at the
impact of the design on stakeholders (for
instance, what will they do with the design
when it is no longer needed) and build in
opportunities for user feedback during the
process to help identify the consequences
of our design decisions.

When designing a product using circular

practices, consider the following:

« Can the product be reused, shared,
remanufactured or refurbished?

« Can the product be resold, to new users?

« Can the life of the product be extended ?
Can your design be used multiple times?

« Is the product emotionally durable? Will
people still love it in 5 years’ time?

« Can we change people’s perceptions of
what is waste?

- Have you been careful in your choices
of what materials and methods you want
to use?

. Can your product be digital or virtual
rather than physical? For example, a virtual
gift card rather than a physical card.

. Can the object you are designing be easily
be repaired? For example, having parts
that can be upgraded, rather than having
to replace the whole product.

Using circular design practices will help
you to create designs that are sustainable,
resilient and long-lasting.

Figure 4.13 Fashion brand Alpha60 have partnered
with AirRobe to enable their customers to join the
circular fashion movement. AirRobe’s marketplace
allows customers to resell or rent their purchases. The
aim s to keep fashion out of landfill.
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A circular design practice can include « Develop: ideate, design, prototype, and
thinking about ways to: repeat and design feedback loops for
« address issues that arise from mass client and users.

production and consumption « Deliver: create final solutions that engage
« reduce material waste — waste generated the target stakeholders and create loyalty.

during the design process and the waste
from goods or design no longer having a
need or purpose

« use new technologies and systems that
support circular practices

« 1inspire positive social changes for the
environment.

When working through the VCD design
process, the following actions can help to
apply a more circular design approach:
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« Discover: get to know your user and

the wider system/environment where
the design will live. This includes 1deas
for repurpose. Think about the users’
needs within the system or environment.

This means understanding the impact
Figure 4.14 Tom Polizzi designed a prosthetic hand

that was to be both affordable and more durable than
the average prosthetic, to alleviate financial stress
and provide long-term assistance to victims. The

of design on stakeholders and the
environment. What will happen to your
design when it is no longer needed ?

« Define: reframe your design challenge/ design also needed to be 3D printed, be able to be
problem to reflect your user. repaired and parts re-printed to prolong its use.
Who Gives A Crap

To live in a plastic-free world, what would be your challenges? What would you have to give up?
Who Gives a Crap is a toilet paper company that mostly uses paper packaging. In July 2019, they
decided to embark on a company-wide challenge to get rid of any plastic used in their products.
Examples included:

Tissues
removing plastic from the top of tissue boxes \ i I R 0 Y
replacing plastic packing tape with paper- \ T e
based ta pe y Brenda's‘,.teenn eoordinated trial batches of plastie
free tissues, sent out thousands of tests and
avoiding strapping boxes together with }; Bkt olog s Sholitfhe Gpays,
p|aStiC Stl’a ppi ng . ’ We aren't manufacturing any more tissues with
. . . . . . . 4 plastic! Once we get through current stock, the
How was their thinking aligned with circular design . 4. Plosticwilbe gone for good.
principles?

Figure 4.15 \Who Gives A Crap tissues

Tim Brown: The evolution of design thinking

Tim Brown, CEO of IDEQ, briefly shares his thoughts on the implications of circular design evolution in
this video: https://cambridge.edu.au/redirect/10082. (Ellen MacArthur Foundation, Circular Design,
Learning Hub, Index no. 12 © 2017 Ellen MacArthur Foundation. All rights reserved.)
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4.4 Designing three-dimensional objects

When designing three-dimensional forms,

designers use a range of manual and digital

Chapter 2 . :
P drawing systems and conventions.

A specialist profession that focuses on the

development of three-dimensional forms 1s

industrial design. Industrial designers aim to

improve our quality of life through the design

of products that are inclusive and sustainable.

An industrial designer may work on a project
that 1s directed by a brief and a client or they
may work on their own projects, designing

and inventing better products to assist in

everyday life. Industrial designers also work on

collaborative projects with other designers; for

example, designing a wall mount for a sound

system. Research and thumbnail sketches

are used to quickly generate ideas with pencil

or fine liner to allow continuous thought

processes. At this point, the designer may be

working in a sketchbook quickly, recording

ideas with pencil or fine liner.

In VCD, thumbnail sketches are referred to as
development drawings and can be very simple

visualisation sketches with annotations or more
detailed, as seen in Figures 4.16 and 4.17.

isometric drawing

a drawing system for
visually representing
objects three-
dimensionally showing
opposite edges of sides
and top parallel to each
other and horizontal
edges at angles of 30° to
the horizontal
perspective drawing

a three-dimensional
drawing system where the
side(s) and top views of
an object recede back to
a vanishing point(s). This
study looks at one- and
two-point perspective.
orthogonal drawing
two-dimensional
drawing method to depict
objects from multiple
views at right-angles to
each other

Your development drawings might
be detailed and include hatching
or contour lines to assist others

in interpreting ideas. You may
introduce colour and texture

to represent materials with the
assistance of rendering.

When drawing 3D objects, using
drawing methods such as isometric,
perspective or third-angle orthogonal
drawing, Visual Communication
Design students are required to follow
conventions outlined by the VCAA.
These specific drawing conventions
enable designers to convey important
structural information as well as
design features. The VCAA drawing
conventions come from the Australian
Standards (see the Standards Australia
website, Standards Catalogue, AS
1100.101-1992).

Viscomm Third Edition
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Figure 4.16 Freehand development drawings used
during ideation. Initial industrial design drawings may
be quickly generated with pencil or fine liner to allow
continuous thought processes.
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Figure 4.17 Development drawings. By Spencer
Nugent
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Drawing metho_ds for 1deas, which are then drawn paraline drawing a
3D representations more formally to show further  three-dimensional
3D drawing methods can be used to accurately  accuracy regarding form, details,  drawing system where
represent three-dimensional forms. When proportions, and placement of the sidefs) and top views
working in the industrial design field, these parts. These drawing can be Of. an obJeclt are drawn
. i . . . . with opposite edges of
include paraline and perspective drawing freehand, created using drafting .

. . sides and top parallel to
systems. These drawing systems are generally instruments or produced each other. Examples
used during ideating to generate and document  digitally. are isometric and

planometric

Three-dimensional drawing

Paraline drawing Non-paraline drawing
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perspective perspective

Isometric Planometric Onepoint Twopoint

Figure 4.18 Three-dimensional family tree of terminology

Paraline — isometric drawings

Paraline drawings show us what a 3D object
looks like or what it might look like once it
has been made. These types of drawings give
an impression of perspective but do not show
true perspective. They are used in different
design disciplines including industrial

design, engineering and architecture.
Three-dimensional drawings allow us to
visualise the length, width and height of an

object. These types of drawings are often

constructed using instruments; however, Figure 4.19 Paraline drawing incorporates three sets
understanding how to construct these types of parallel lines
of drawings freehand will improve your

freehand drawing skills.
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Figure 4.20 The red figure indicates the spectator point

A step-by-step guide to drafting in isometric

Step 1: Start by drawing a
horizontal guideline as the
bottom of the drawing (shown
in orange). Place your set
square as shown and draw the
height of your object.

mEEASL
Videos 4.2
a&b
Isometric
drawing by
hand andin
lllustrator

Step 4: Place your set square
at aright angle and draw in the
sides of your object.

@ Viscomm Third Edition
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Step 2: Using your 30° set
square, draw the two base lines
at the bottom of the vertical

height line.

Step 5: Place your set square
at 30° and draw two lines from
the top of the vertical line.

Patterson & Saville

Paraline drawings use a system of parallel
lines that never converge. These drawings are
quick and easy to produce and are useful for
sketching ideas or clearly showing information
on three sides. Isometric and planometric
drawings have one major element in common
— they all have three sets of parallel lines
(Figure 4.19). In this chapter, we will look at
1sometric drawing — planometric drawing 1s
used when working in environmental design

(Chapter 5).

Isometric drawings are the most popular

of the paraline drawing systems, and are
similar to two-point perspective in that the
spectator point is facing the corner. In an
isometric drawing, the height is shown by
the corner that faces you and the width

and depth of the object recede at 30° with
parallel lines. [sometric drawings allow you
to show the details and accurate dimensions
of an object, and can be drawn to scale.

Step 3: Next measure the length
of your object on each of the 30°
angle lines and the height of the
object on the vertical line.

Step 6: Draw the final two 30°
parallel lines to finish. Erase any
drafting lines.

~ 30 w
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EMBARK 4.3

Isometric drawing

Figure 4.21shows a collection of objects drawn in isometric. Draw

each object several times, rotating the object and drawing it from
different angles. Isometric drawing paper may assist you

with this task.

Circles and ellipses

An important skill for this study is knowing
how to draw a circle. This applies to both
paraline drawing and also perspective
(discussed below). As you practise,

your confidence will develop, especially
drafting freehand ellipses and their arcs.
Understanding the principles behind

INSTRUCT 4.2

Figure 4.21|sometric drawings of
objects

drawing an ellipse will assist in using an
ellipse template accurately.

One method of drawing an ellipse is to use a
square or rhombus for assistance. This will
allow you to find the centre of the square
and create the tangent points to sketch arcs
and smooth curves.

A step-by-step guide to drafting an isometric ellipse

Step 1: Imagine a circle placed inside a square
with a set of centre lines and diagonal lines.

Diagonal lines

«

\
Centre lines

Step 3: If you were to rotate the square, and the
lines to 30° (isometric), the lines become minor
and major axis.

Diagonal lines

.
\

\

\
Centre lines

CHAPTER 4 Design’s influence and influences on design @
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Step 2: If you were to measure these two sets
of lines, they would be the same length.

Diagonal lines

.
\

\

\

L
Centre lines

Step 4: Notice that the ellipse is longer on the
major axis.
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Figure 4.22 Although this chapter does not Figure 4.23 Solution to Question 4, 2017, Visual

address planometric drawing, the same principles Communication Design VCAA Exam. Sometimes
for constructing an ellipse do apply except for one referred to as the crating method, drawing a 3D box
aspect. In a planometric drawing, notice that the top to guide the shape of the cylinder at the top allowed
view is a perfect circle rather than an ellipse. the ellipses to be added accurately.

Figure 4.24 An ellipse template. Look carefully to identify the minor and major axis lines

Drawing ellipses

Practise drawing ellipses in different squares or
rhombuses. This technique works for isometric
drawing, but you will also be able to use it

in planometric (environmental design) and
perspective drawing.

Figure 4.26 Once you know how to draft an ellipse,
you will be able to use these skills to build objects

Figure 4.25 Ellipses in different squares and
rhombuses

@ Viscomm Third Edition
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Figure 4.27 More complex shapes with ellipses create form. By Maddi Hassall

Perspective how we see objects and environments in
Whether undertaking observational real life. It can communicate the form
drawings or generating ideas, the of an object and the environment it is found
use of perspective drawing can assist in. Just like isometric drawing, there are
in representing the form of objects. two sides and a top or end view depending
Perspective drawing is a method of on where you place your object on the
producing or drawing objects very close to horizon line.
Vanishing point Vanishing point

< D

>

Horizon line

Figure 4.28 The red figure indicates the spectator point

CHAPTER 4 Design’s influence and influences on design
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INSTRUCT 4.3

Perspective and colour

If using colour to render your perspective
drawing, use cool colours in the background
and warm colours in the foreground to assist in
emphasising the perspective.

This method encourages you to use
freehand drawing to develop judgement of
proportion and to show the relationship of
the parts of an object to each other.

Details of perspective drawing
Perspective drawing is governed by
conventions, just like other types of
technical drawing. The following points will

Methods of projection
There are two techniques used for

constructing a perspective view of an object

plan projection a
method of drawing in
perspective where a plan
or elevation is drawn first,
which then provides all
the measurements for
drawing the perspective
direct perspective
amethod of drawing

in perspective where
objects are drawn

using horizon lines and
vanishing points. The
placement of these
allows the artist or
designer control of
different views of the
object being drawn.

or environment: plan projection
and direct perspective.

Plan projection

Plan projection involves using
plan or elevation views to project
a perspective view. It can be a
complicated and time-consuming
process. For a designer, it
requires that a plan or elevation
of the product or environment is
completed first. As a student, you
might employ this process after
completing a scaled floor plan of
a house or top view of an object.
This book will focus on direct
perspective.

Direct perspective

Direct perspective is very useful when
generating or developing ideas as it allows
for ideas to be recorded quickly while
maintaining accuracy in representing
form, and it is perfectly acceptable to

use when completing final presentation
drawings using both manual and digital
methods. This system of perspective

does not rely on the use of a plan or
elevation and therefore may not be as
mathematically correct as a drawing
produced using plan projection. Including
a human figure or familiar objects such

as trees in a perspective drawing will
allow you to indicate a sense of scale.

Viscomm Third Edition

ISBN: 978-1-009-33999-5

point point

help you get started.
« The /orizon line is where your eye level

is whenever you look at something. By
changing the level of your horizon line,
you can change what information the
viewer sees (see the first step in

Instruct 4.4).

View point refers to the position you want
to draw your object from. Imagine it

is where you are standing and looking
towards the object (see Figure 4.29).
The wvanishing point is the imaginary
point at which the object’s horizontal
lines seem to converge or vanish (again,
see the first step in Instruct 4.4). You
can move your vanishing points along
the horizon lines to achieve different
perspectives. For example, if you move
your vanishing point more towards the
right you will see more of the right side
of your object.

Guiding lines drawn from the object to the
vanishing point are called projection lines.

Vanishing

Patterson & Saville

Figure 4.29 An example of direct perspective, using
the horizon line and vanishing points to construct the
object
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One-point perspective

One-point perspective is a drawing in which
projection lines meet at one vanishing point.
One surface or face of the object is always
facing the viewer, and is drawn without
perspective, as it would be on a plan view.

INSTRUCT 4.4

A step-hy-step guide to drafting one-point perspective

Step 1: Make a decision about your horizon line and vanishing point placement.

Drawing below the
horizon line

Step 2: Draw the front view of
your object.

Vanishing paint

Placing the horizon line
in the middle
Step 3: Draw light projection
lines from your object to the
vanishing point.

Figure 4.30 One-point perspective of a desk.
The end of the desk faces the viewer directly

a&b
One-point
perspective
drawing by
hand andin
lllustrator

Drawing above the
horizonline
Step 4: Determine the depth
of your object and draw
horizontal and vertical lines to
complete its shape.

L

/]

Two-point perspective

Two-point perspective reflects most closely
the way we see things. The front of the
object does not face the viewer when drawn
in two-point perspective. Rather, the front
corner (as in isometric and planometric

Your object should look in
proportion; this can take
practice. Use lightweight lines
SO you can erase mistakes.

drawings) is seen. The sides of the object
being drawn recede to two different
vanishing points. One-point perspective
drawings allow us to easily measure the
height and width of the object. However,
because the corner of the object faces us in

CHAPTER 4 Design’s influence and influences on design @
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two-point perspective it is the height only « Place your vanishing points closer
that is easy to measure. together for a dramatic perspective.

. Place your vanishing points further apart
Remember: J Y “ &P 0 1 P
. . and your perspective will appear less
« The height faces the viewer and you your persp bp
. dramatic.

can use the corner nearest the viewer to S o
. « Receding lines converge at the vanishing
determine scale. .
. e e points.
« You will need to use your skill in judging . .
. ) « When drawing freehand perspective,
proportion and scale when drawing the . .
you need to judge the proportion of the

sides.

objects when placing them together.

The height faces the viewer

Figure 4.31 The corner of this signage faces the viewer, and the two sides recede back towards the vanishing
points in two-point perspective drawing

Figure 4.32 Use straight
and diagonal lines on your
two-dimensional view to
locate the centre. Then
transfer this information
across to your perspective
drawing to help maintain
proportions in your drawing

Viscomm Third Edition
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INSTRUCT 4.5

A step-by-step guide to drafting two-point perspective

The below instructions show you how to draft two-point perspective by hand. You can also watch

Video 4.4 for instructions on how to do it in lllustrator.

Step 1: Add diagonal, horizontal and vertical
guidelines onto your front view.

ATE
TE

Step 3: Add the spectator point. This can
be below, on or above the horizon line. Each
position will result in a different view of the
object. Notice the spectator point below is
situated more towards the right.

Vanishing point Vanishing point
e ®

%_ Height of the cbject

Spectator point
Step 5: Add diagonal, horizontal and vertical

guidelines onto the drawing.

Vanishing point Vanishing paint

Spectator point

Step 2: Draw a horizon line with two vanishing
points. You can put the vanishing points close
together or further apart. Each position will give
you a different result.

Vanishing point Vanishing point

Step 4: Decide which way you want to
represent your object. In this example, the text
will be facing towards the left. Create an overall
box that will contain your design. This approach
is often referred to as crating.

Vanishing point

o
7

Vanishing point
.
=

"
Spectator point

Step 6: Use the guidelines to assist with
proportions and draw one side of your object.
Notice that all horizontal lines go back to the
vanishing point.

Vanishing point Vanishing point
b —#

TR

ATE =

Spectater point

Videos
44a&b
Two-point
perspective
drawing by
hand and in
lllustrator

CHAPTER 4 Design’s influence and influences on design @
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Step 7: Project lines towards the second
vanishing point to draft the second side.

Vanishing pairt Vanishing point

ATE 5

Speciator point

EMBARK 4.5

Classroom objects

Select simple objects in your classroom environment

Step 8: Complete your object by adding in the
missing lines.

Speciator paint

and sketch in two-point perspective. Experiment with

the following:
placing the object above, below and on the
horizon line

changing the distance between vanishing points.

Two-dimensional drawing methods
Two-dimensional drawing methods such as
third-angle orthogonal drawing, packaging
nets and technical flats can be used to
communicate 3D objects from multiple views.

Orthogonal drawing

An orthogonal drawing includes multiple
views and can assist in providing more
information for your client or manufacturer.

In this study, we look at third-angle orthogonal
drawing which has a specific set of drawing
conventions including layout and placement of
views. Sometimes a three-dimensional drawing
such as a perspective drawing does not provide
all the information necessary to communicate
what an object looks like — this is where
orthogonal drawing is very useful.

Orthogonal drawing:

« 1s a multi-view drawing system that
allows you to show a lot of information
about an object

« has aligned views at right angles

Viscomm Third Edition
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Figure 4.33 Two-point perspective of a pencil
sharpener

- can have up to six views shown so be
prepared to show or draw any of the views
- can have dimensions and be drawn to scale.

Why third angle?

Imagine a horizontal and vertical plane
intersecting and four quadrants forming, as
seen in Figure 4.34. If an object is placed in the
third quadrant with its surfaces parallel to the
vertical and horizontal planes, the drawing is
said to be in third-angle projection. (Note that
if the object 1s placed in the first quadrant it
will be in first-angle projection. This method
of projection and drawing is not covered in
Units 1-4 of this subject.)

When you want to draw an object in third
angle, imagine the object being placed in
the third quadrant (Figure 4.34). The top
of the object projects the top view onto the
horizontal plane above it, while the front
projects its view onto the vertical plane in
front of it. Imagine folding the horizontal
plane up on the line of intersection of the

© Cambridge University Press & Assessment 2023
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planes. This creates a 2D drawing of the top
and front views. Now imagine the quadrant
has a vertical plane added at its right side
and on this the object projects an extra view,
a right-side view. This is shown in blue in

Figure 4.35.

This 2D system of drawing is called third-
angle orthogonal drawing not because there
are three views, but because you place
your object in the third quadrant. It is very
important that you position the top, front
and side views correctly, as shown on the
right side of Figure 4.35.

First
Quadrant

Fourth /

Quadrant

Third /

Quadrant

Second /

Quadrant

Figure 4.34 Horizontal and vertical planes intersect
to form four quadrants

TOP VIEW

ale

FRONT VIEW SIDE VIEW

Quadrant

Figure 4.35 Placing an object in the third quadrant
means the views are projected onto the plane. You
can then imagine unfolding the quadrants to see the
third angle layout

Number of views

The third-angle orthogonal drawing system
can allow you to draw up to six views,

one for each side of the box formed by the
third quadrant. However, you may be able
to show the information about the object
through two or three views. You do not
need to draw views that are the same (you

want to keep it simple and not confuse
your audience). Look at the orthogonal
drawing of the glass in Figure 4.36. Notice
that the front and bottom views are shown
and that these views give all the necessary
information to be able to interpret the
object and to be able to draw it three-
dimensionally.

\
i )-L

Figure 4.36 The glass (left) is bisected by an
imaginary vertical plane. The orthogonal drawing
(right) only requires two views: the front from the
plane, and the bottom

Quite often during your class activities, you
will be asked to complete only the top, front
and side views. The placement of the three
views is very important, and to indicate that
you have used third-angle projection, you
need to include the third-angle symbol. For
the purposes of your own design folio work,
do remember that you can show all possible
views if required.

o

N
"/

3

Figure 4.37 Third-angle orthogonal symbol

CHAPTER 4 Design’s influence and influences on design
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INSTRUCT 4.6
A step-by-step guide to drafting a third-angle orthogonal drawing

Step 1: This example Step 2: Create Step 3: Use the Step 4: Lightly draw
uses this 3D object: projectionlines. Lightly  projection to create projection lines that
draw lines that extend your top view. extend from your front
from your front view view across to the
upwards to provide the right to provide the
exact measurements height of your side
of the top view’s width. view.
45a&b !
Srthggogal Start by drawing the T
rawin .
hand agd l\; front view. —
[llustrator ||
| | 1
Step 5: Lightly draw a 45° Step 6: Lightly draw projection ~ Step 7: Complete your side
angle from the intersection of lines from the top view across view and remove any unwanted
the top line from the front view  to the 45° angle line. When drafting lines. Don’t forget
with the right-hand line from your line hits the 45°line, draw  the labels and the third-angle
the top view. vertical lines down to assist in orthogonal symbol.

creating the side view.

O O

48 45°

INSTRUCT 4.7

Third-angle orthogonal drawing tips to keep close
Plan your layout by considering where you are going to place your views prior to commencing your
drawing. This means considering the size of your paper, the scale and dimensions of your drawing
and the orientation. If you are drawing a tall bottle, perhaps your page would be better suited to a
portrait orientation.
If you are constructing a manual drawing, use an H/2H or HB pencil lightly to avoid leaving any
impressions in your paper (‘tram tracks’).
All views need to be aligned.
The placement of the views is important. The top view needs to be above the front view and the
side views are aligned to the front view on either side. The right-hand side view is drawn to the right
of the front view and the left-hand side view to the left.

@ Viscomm Third Edition
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Sometimes you will be able to place your views an equal distance apart; however, views can be
placed at different distances depending on your object. You may require more space between two
views to allow for dimensions to be placed clearly and accurately.

Always draw the front view first because it makes it easier to project and draft the other views and
also makes it easier to judge the space allocation on the page.

Most of the time when given a three-dimensional object to draw, you will find the front view
indicated with an arrow. If this is not the case, you should always choose the view with the greatest
amount of information about the height and length of the object as your front view.

Include the third-angle symbol.

Label all views in uppercase and place centred, underneath each view

Use the 45° method to draw the side view.

You might find it easier to draw the views and then add hidden lines.

Label your views correctly in uppercase and place centred, underneath the views.

Include the symbol.

To save time, leave behind drafting lines (just make sure we can see the difference between your
object lines and drafting lines).
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TOPVIEW

FRONT VIEW

SIDE VIEW

Figure 4.38 A third-angle orthogonal drawing

Line styles and conventions Standards incorporates a very detailed list
Line styles are like symbols that of line styles for use in different design
communicate certain features within a disciplines, including architecture and
technical drawing. For example, a dashed engineering; as Visual Communication
line might indicate hidden features and a Design students undertaking Units 1-4, you
series of long and short dashes (a chain line) will not be required to know all of these line
can indicate a centre line. The Australian conventions.
Table 4.3 Line styles
Thick continuous line used to show outlines of objects
Thin continuous line used to show dimension lines,

projection lines, hatching and
short centre lines

— e . — Thick dashed line Used to show hidden detail

—_— Thin chain line (alternating short Used to show centre lines
and long dashes)

CHAPTER 4 Design’s influence and influences on design @
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Hidden lines and centre lines

Some objects have information that can

be hidden when drawn in third-angle
orthogonal drawing. We refer to this as
hidden detail and use broken lines or
hidden-detail lines to show this information.
In Figure 4.39, we can see the depth of the
hole on the front view because of the hidden
lines included. These hidden lines need

to be shown as dashed lines and drawn in
the same line weight as that of the actual
object. We can see a circle on the top view
of Figure 4.39. To indicate the centre of
this circle, centre lines are added using the

line convention of a finer weight and as a
series of long — short dashes. Notice that the
centre lines go outside of the shape whilst
hidden lines stay within the shape.
Sometimes when constructing third-angle
orthogonal drawing, you will have lines that
coincide. For example, where a hidden line
needs to be shown, it coincides with either
a centre line or a visible outline. Use the
following two rules:
- visible outlines are always shown in
preference to hidden or centre lines
« hidden lines are shown in preference to
centre lines.

Centre lines show the

centre of acircle \

@E}

g

Hidden lines show TOP VIE
hidden information,
such as changesin
an object's shape
that are not visible

when looking

directly ata

specific view

Figure 4.39 Hidden lines and centre lines

o ., i g

FRONT VIEW

oc &

RIGHT-SIDE VIEW

TOP VIEW
Visible outline
___________ / shown over
hiddden line
------ N Visible outline
shown over
centre line
FRONT VIEW RIGHT-SIDE VIEW

Figure 4.40 Lines that coincide

Viscomm Third Edition
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INSTRUCT 4.8

Quick tips for line conventions:
Be consistent with hidden lines — consistent length and spacing of dashes, and start and end by
touching the object line or hidden line from which it originates.
For centre lines, start and finish with a long dash. If a centre point is defined, the lines should cross
at ‘dash’ portions.
Extend centre lines only a short distance beyond the features, unless you need them for
dimensioning or other purposes. Don’t stop centre lines at another line of the drawing.
Incorporate a thin chain line in circles, to indicate where the centre is positioned (this applies to all
three views).

Orthogonal drawing and dimensioning  over-dimensioning your work can lead to
When you place measurements on confusion and an untidy drawing. You don'’t
an orthogonal drawing, it is called want to make a drawing difficult to read.

dimensioning. The most important thin . . .
& p & Make sure that you include dimensions for

about dimensioning is that you place the length, width and height. The length

our measurements both logically and :
y & y and width measurements are shown on the

clearly. You need to ensure that you have . .
top view; height measurements are shown

included all crucial dimensions that allow on the front view (see Figure 4.41).

the object to be interpreted, constructed
or manufactured. At the same time,

LENGTH

TOP VIEW

HEIGHT

FRONT VIEW RIGHT-SIDE VIEW

Figure 4.41Dimension placement for length, width and height measurements
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INSTRUCT 4.9

Dimensioning tips to keep close

To keep your dimensioning clear, place dimensions on the views that show a detail most clearly.
Dimension lines are thin lines with arrowheads that extend from one projection line to the other.
Dimension lines are to be placed parallel to the direction of the measurement.

Projection lines define the starting and end points of the dimension; they extend from edges or

other features of the object.

Projection lines begin 1mm from the view you have drawn and extend beyond the dimension line by
2 mm. A projection line defines the area being dimensioned.

Try to keep dimensions outside the object.

The smaller dimensions are placed closer to the object.

Place your first dimension line 10 mm away from the object outline. Then the subsequent

dimension lines are 10 mm away.

Dimensions are shown in millimetres. Do not clutter your dimension lines by writing mm after each
dimension number. Instead write ‘ALL DIMENSIONS IN MM’ at the bottom of your page or in a title

block with your scale.

Dimension numbers can be written vertically or horizontally: you just need to be consistent.
Dimension numbers are placed on top of horizontal dimension lines, or for vertical dimension lines,

on the other side from the object outline.

Check that you have not repeated any dimensions.
Circles are dimensioned by their diameter, symbol @ (phi), or radius, symbol R.

Arrowheads aretobe —— [T
3mmlong by Imm

I—— Dimension lines are thin
continuous lines that are

wide.They can be
open or solid and
must always
touch the
projectionline.

drawn 10mm from the
object line. All dimensions
should be readable in

only two directions.

Projection Lines are
thin continuous lines
drawn parallel to the
measurement shown.They
should be drawn outside the
object wherever possible and
starting Tmm from the object
line and extending 2mm

Object lines are
drawnusinga
thicker line.

from the last dimension line.

Figure 4.42 Dimensioning tips

+IO+\/*5_7(

Figure 4.43 \Write your dimension numbers on the line so that they can be read easily

Dimensioning circles

Circles have their own method of being
dimensioned. Circles can be dimensioned by
their diameter using the symbol O, which
represents the diameter, or by the radius using
the symbol R. When drawing a circle in
orthogonal drawing, it is important to show the
centre of the circle, as the centre of a circle can
be a reference point for other dimensions. The
centre of a circle is shown with a chain line that
is placed through the centre of the circle.

Viscomm Third Edition
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Figure 4.44 shows two different examples
of dimensioning, using top and front views
from the third-angle orthogonal drawings of
a wooden block with a round hole through
it. The drawings have been dimensioned;
but the placement of the dimensions is
different. Always remember that when you
are dimensioning a drawing, it 1s important
to show the information clearly and simply.
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35

FRONT VIEW

FRONT VIEW

ALL DIMENSIONS IN MM NOT TO SCALE

Figure 4.44 Two examples of different ways to show dimensions

Scale
There will be times when it is necessary

Correct Incorrect

40
g% to produce a large-scale drawing or a

reduced-scale drawing. We use scale to
assist in fitting a drawing onto a page. For
example, a house or large object will need

to have a reduced scale to fit onto a sheet
240 of A3 paper. There will be times when you
/ want to draw something small like a piece
of jewellery that will benefit from being
- drawn at a larger scale so that it is easier to
see all the details.

Some recommended scales are shown in

240
’—L-‘ Tables 4.4 and 4.5.

Table 4.4 Recommended enlarged scales
11 2:1 5:1 10:1

Fullsize = 2xfullsize = 5xfullsize = 10xfull size

Table 4.5 Recommended reduced scales
1.2 1.2.5 1.5 1:10

1:20 1.25 1:50 1:100
Figure 4.45 Correct and incorrect dimensioning
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In Visual Communication Design, we
work with a metric scale using millimetres.
If you are presented with an object drawn
at 1:1, it means that the object is drawn at
its actual size, and you can measure directly

off the views.

o R

A
When creating drawings of objects, you
should be familiar with the following scales: ~ Figure 4.46 Scale rulers can be very useful to
o 1:1=full size calculate the scale when producing industrial and

« 1:2 = half scale (another way to think architectural drawings

about this scale is to say ‘one unit on the
drawing equals two units on the object’)

« 2:1 = the drawing of the object is twice as
large as the object itself.

The scale of your drawing needs to be
shown on your drawing.

For example:
« ‘Scale 1:220°
« or ‘Drawing not to scale’ SCALE 1:2 SCALE 1:1 SCALE 2:1

« oryou can draw an actual scale.
y Figure 4.47 Typical scales used when drawing

products in Visual Communication Design

EMBARK 4.6

Hand-held music device

Design a handheld music device and present your ideas using two- and three-dimensional drawings.

1 Draw your mobile phone from observation, from a range of different angles.

2 Using your observational drawings as starting points, use SCAMPER to extend your range of ideas.

3 Select oneidea and draw it in perspective, using both one- and two-point perspective exploring
different angles. Trial creating dramatic views through the placement of different vanishing points
and drawing above and below the horizon line.

4 Select oneidea and draw in isometric using drawing instruments.

5 Draw the same idea as a third-angle orthogonal drawing.

| E—
TOP VIEW
d A |
{l B i
| r | | A
S U
. &
FRONT VIEW SIDE VIEW
Figure 4.48 Development drawings of hand-held Figure 4.49 A documentation drawing — third-angle
music devices orthogonal drawing, produced in Adobe lllustrator
@ Viscomm Third Edition
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Technical flats used in fashion design technical flats

Fashion designers use a two-dimensional two-dimensional drawings that illustrate a
drawing method that illustrates a garment garment design using solid lines

design using solid lines. These drawings are Tech Pack (technical package) a term
referred to as technical flats. The term ‘flat’ used in the fashion industry that describes

the information given to the pattern maker
and the factories by the fashion designer

) o on how to make, construct and assemble
a designer will include both the front and garments in the fashion required

refers to the way that the garment is depicted
— as though it is lying flat on a table. Mostly,

back view only; however, there are occasions
when other views or panels of the garment are
included to show how sections of the design
will be constructed. Technical flats are detailed
and accurate representations of the garment
design and are used as part of the ‘Tech Pack’
which includes the design, construction and
stitch details, given to the manufacturer to
communicate the construction.

The difference between technical
flats and fashion illustration

Technical flats used to be hand drawn

using rulers and black felt-tipped pens, but
these days they are constructed using CAD
software. After the designer has had a sample
garment made, the garment is carefully
measured, and the technical flat will indicate
the scaling of the original design sample.

There are several differences between a
tashion illustration and a technical flat. The
illustration can capture the mood, proportions,
colours and even materials of a garment design
and can be interpretative. The technical flat
helps to translate the information and details
using a universal language, so that a team of
people can understand the design. A technical

flat is like an architect’s blueprint.

Figure 4.51 Fashion illustration (top) versus
technical flat

Figure 4.50 Technical flat: hoodie with zipper
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INSTRUCT 4.10

Tips for technical flats
include multiple views of your garment (front and back compulsory)
add as much detail as possible including stitching lines, zipper, enclosures, pocket details, hem lines
avoid over-complicating your drawings — leave out textures of materials, shading or added tone;

colour can be used, however, do so sparingly; black and grayscale communicates more clearly
maintain proportions
label your views.

EMBARK 4.7
Circular design mindset

With a circular design mindset, use the top in Figure 4.52 as a starting point to design another garment
or fashion accessory. For this task, you need to imagine that this garment is made from two pieces, a
front and back piece.

1 Using A3 paper, redraw the garment below, front and back pieces, maintaining the same
proportions.

2 Cutthe two pieces out separately. Now imagine that these pieces are the only fabric that you
have to work with.

3 Design a garment or accessory using the available fabric, working with your A3 paper pieces.

4 Draw your final idea as a technical flat in your visual diary. You will need to include both a front
and back piece and stitching details for hems or decorative details.

FEi

gy

g,

L

Figure 4.52 Use this as a starting point to design a new garment
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4.5 Rendering

Rendering is applied to a drawing to
enhance its form, surface finish and texture.

A designer can choose from a variety of [N | ‘

%Ui\ || J| J|

media to render an object, including pencil,
pastel, markers, ink or a combination of any

of these. A designer or illustrator applies
tone to simulate light and shadow and uses
other elements of design, such as colour

,,"'//'-"/1'| 1
,rf,:; Iul.' \ fﬁ.‘ .'

/ -"fr I\ A V |
£ | VO

ANy :l/
11/ |||I|J|'//|,| |l|'I

and texture, to emphasise the rendered
features. Another form of rendering is digital

rendering in illustration programs such as
Adobe Photoshop and Adobe Illustrator or
computer-aided design (CAD) programs such rendering to add tone
as Solid Edge, Solid Works or 3D Studio toanobject to create
MAX. form

Figure 4.54 Rendering techniques
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complementary
colours colours that are
opposite to each other on

Figure 4.53 Pencils are rated by hardness and blackness

Colour scheme), the orange seems brilliant ~ the colour wheel

When applying colour in your rendering, and becomes quite a focal point. If an:chromztlc @ c;olour
you can eliminate the use of black and use you put the same orange square on a ts)?acir?\f/f:nz aizli;ey, o
complementary colour schemes to create yellow-orange ba.ckground . coloured hues. In contrast
shadows. Complementary colours always (a monochromatic scheme), it doesn’t 4 1 on0chromatic colour
include one cool and one warm colour, and stand out. scheme uses a single hue,

when they are placed together, they enhance suchas red.

each other. Complementary colour schemes
use colours that are opposite to each other
on the colour wheel.

Anachromatic colour can help you to
create a focal point. For example, a poster
illustration of a person’s face with bold
black, white and grey set against a plain
red background will help the face become a
focal point.

When you are working on a rendering, try
using a monochromatic colour scheme.
Think about which colour to make the object
and which colour to place in the background.

Figure 4.55 Different applications of colour pencil

) including blending of layers
For example, if you put an orange square

on a blue background (a complementary

CHAPTER 4 Design’s influence and influences on design
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Figure 4.57 Rendering with markers. Experiment using other media like pencil, pastel and white gel pens

with markers

Hatching

Hatching is using a series of closely spaced
lines to create tonal effects in a drawing —
either at different angles (crosshatching) or

in parallel (linear hatching). You can vary the
space between the lines, as well as the pressure
you apply to your pencil or pen. Generally, the
closer the lines and the greater the pressure of
the pencil, the darker the tone will be.

. e e 1
crosshatching 2B amziiav
arendering technique in which lines are ZZ AT
used to create tone or shading effects Z ; 4r :
contour hatching a form of hatching s
where the lines drawn follow the surface i —
direction of the object P ipe

#‘T‘h\_{
Figure 4.58 Crosshatching
Viscomm Third Edition
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Crosshatching is placing layers of lines at
different angles. The first layer might be a
series of horizontal lines followed by a series
of vertical lines.

Contour hatching is where layers of lines
follow the contour of the object you are
rendering. You can use this method of
hatching to achieve a more three-dimensional
effect, and it is often used in life drawing.

Figure 4.59 Contour hatching

© Cambridge University Press & Assessment 2023
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Scumbling is using layers of small scribble-
like marks to build up tone and add texture.
By changing the direction and shape of your
scribbles, you can add more impact to your

rendering.
= R
H ¢ J-h_f_,t'h -L"ﬂ
+ 15
~
-+ | ek
w1
l

Figure 4.60 Scumbling

Random hatching is applying layers of
short, straight marks, and different tones
and textures can be achieved by changing
the direction of the marks or by following a
contour of the object.

Lines can be used independently, or they
can be combined with other lines to create
textures and patterns. Methods of doing this
include crosshatching and linear hatching.

Figure 4.61 Linear hatching

Texture

All surfaces can be described in terms of
texture. When rendering an object, we
can add texture to the surface to create a
more realistic impression. Many artists
and designers use texture as a dominant
element in their work to help them reach
their target audience. Texture can be
realistic, or it can be implied by different
uses of media. By applying texture to your
rendering, you can create distinctive or
identifying characteristics. The quality of a
surface might be rough, smooth, wet, dry,
hard, soft, shiny, matte (dull), slick, sticky,
slippery, abrasive, coarse or porous. Other
descriptions might be glass, metal, plastic,
wool, felt, fabric or even fur.

Figure 4.62 Examples of different textures rendered with pencil, including metal, plastic, wood and glass

scumbling a
form of hatching
that uses built-
up or layered
curly, circular,
scribble-like lines
to create tone
random
hatching a
form of hatching
that uses

layers of short,
straight marks

in different
directions

linear hatching
aform of
hatching that
uses parallel lines

CHAPTER 4 Design’s influence and influences on design
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When you are incorporating texture into Textures can be easily created digitally

a rendering, explore and experiment with using software like Adobe Illustrator or
media and materials as they can achieve Photoshop. Scanning original manual
different results. Sometimes you can use illustrations of textures and enhancing
texture to replicate original surfaces or turther digitally provides lots of options.
have fun making another statement. Refer to Figures 4.63 and 4.64.

using gradient tool second trial with wood texture with second trial with light

to create tone light source at gradient overlay source at the front

the front cornerand  to create tone corner and shadow

using blur tool to shading by shape shading by shape shading by
create tone with outer glow shape, 3 sides

o v

Figure 4.63 Creating digital textures. By Eloise Roberts

\ '
.
\

o

Figure 4.64 Creating digital textures. By Angus Drysdale

Viscomm Third Edition

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023

Photocopying is restricted under law and this material must not be transferred to another party.



'EMBARK 4.8

Drawing with texture
1 Use freehand drawing to visually interpret a clothes

peg in nine different ways.
2 Next, render each peg with different media and

experiment with different surface textures, as depicted

in Figure 4.65. Ensure that you use natural or artificial

light to create shadow.
3 Brainstorm a list of potential objects, such as cups and

saucers, tools or sea shells. Draw your object at least

three times from different angles. Take the first image

and render it with pencil, focusing on smooth textures.  Figure 4.65 Clothes pegs with
Render the second image with any media to reflect a shadaws
shiny metallic surface. Render the last image to reflect
a surface such as fur.
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Light and shadow Light source

When starting a rendering of an object,
Shadows you need to decide where the light source
The ability to render objects with projected is coming from, as the light source creates
shadows and understanding how to use the light and shadowed areas on the object.
different light sources can make a difference Figure 4.66 1s a photograph of a collection
to your drawings. Form is created and of wooden blocks arranged in a simple
emphasised by applying tone (light and composition. The same composition has
shadow) to shape. Light directed at an object ~ been drawn in Figure 4.67. The task of
will create shadows and define the object’s drawing and rendering the composition
form. Exploring light and shadow will allow ~ was made easier because the blocks could
you to achieve dramatic and eye-catching be seen and the light source and light and
results in your rendering. shadowed areas could be determined.

Figure 4.66 Photograph of wooden blocks Figure 4.67 Drawing taken from the photograph

CHAPTER 4 Design’s influence and influences on design @
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Creating your own shadows

There are several ways to construct shadows,
and different situations will call upon
different methods. A shadow occurs when
an object obstructs the path of light — for
example, a box sitting in the sun. The shape
of the shadow is determined by the shape

LIGHT

SOURCE

Figure 4.68 Examples of light sources and cast shadows

Brightidea

By applying shadows to your rendering, you
can create depth, and by leaving areas lightly
rendered you can make something appear

to be raised. Use bright highlights for the
highest point of an object, and shadows for
the deepest point or for the point furthest
away from the eye. If you want something to

Viscomm Third Edition

ISBN: 978-1-009-33999-5 Patterson & Saville

of the object. Shadows can be cast from the
object onto the ground or onto the object
itself. Drop shadows are shadows cast
directly below the object, as seen in Figure
4.68. Notice in the drawings the correlation
of the light source angle and the angle of the
shadow projection lines.

LIGHT
SOURCE

v

LIGHT
SOURCE

&

appear flat, it needs to have uniform colour.
As soon as it becomes lighter, it will appear
to elevate; any areas that you make darker
will appear to recede. When creating strong
areas of dark shadows and making bright
highlights, you create a strong contrast,
emphasise the form of the object and create
more visual interest.

© Cambridge University Press & Assessment 2023
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4.6 Prototypes

What an iterative process affords us is we
gain validation along the way ... because
we're hearing from the people we're
actually designing for.
Gaby Brink, Founder, Tomorrow Partners,
‘lterate, lterate, lterate’, 2015, available on
Vimeo

In this study, prototypes are a method used
to construct and test ideas. This method 1s
a very common practice amongst industrial
designers to test and iterate design ideas.
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There are two methods of prototyping:

- Low-fidelity prototyping is
undertaken early on in the design process
to test ideas before they are completely

formed. Usually, these prototypes are
Figure 4.70 Manual low-fidelity prototyping; at this

stage the colour and quality of 3D printing was not
the primary focus. By Tom Polizzi

made with convenient, inexpensive
materials and resources and are used to
test the idea and construction.

- High-fidelity prototyping may
incorporate similar if not the same materials
intended for the final presentation. These
prototypes aim to represent the look and
feel of the designer’s finished product. They
may even have working parts and are often
produced to scale.

Prototypes are useful during the design
process to not only test ideas, but to gain

teedback when engaging in critiques or

pitches. Although a prototype is usually in Figure 4.71 An example of high-fidelity prototyping,

a 3D form or structure, they can also be a where the colour, quality and function of the model
digital representation. was required. By Tom Polizzi

Figure 4.69 3D prototypes using different methods, media and materials. Left to right: resin, plasticine, and 3D
printing. Prototyping was undertaken to resolve methods and materials for final presentations. By Alessia Wynne
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4.7 Develop and Deliver phases

Human-centered designers are doers,
thinkers, crafters and builders. We make
using anything at our disposal, from
cardboard and scissors to sophisticated
digital tools. We build our ideas so that we
can test them, and because actually making
something reveals opportunities and
complexities that we'd never have guessed
were there. Making is also a fantastic way
to think, and it helps bring into focus the
feasibility of our designs. Moreover, making
anidearealis an incredibly effective way
to share it. And without candid, actionable
feedback from people, we won't know how
to push our ideas forward.

IDEO.org, The Field guide to Human-

Centered Design, 2015, p. 20

The ideas and techniques discussed in this
chapter relate to the Develop and Deliver
phases of the design process used in the
design of products. Design problems have
already been discovered and defined, and

you are commencing your design work with

a given project and/or brief.

Iterations
for seating A
context: QR
Music festival | /f/;

| ]
by the sea ’

AN

Your Develop phase may involve:

Collecting a wide range of inspiration
and resources to use as starting points
Using divergent design thinking
strategies when gathering inspiration;
think and collect widely and broadly,
beyond the internet

Critically analysing inspiration and
resources to find starting points
Generating ideas aligned with the given
communication need

Using divergent thinking strategies such
as brainstorming words and images
Considering the elements and principles
when drawing and iterating

Using rapid drawing and making methods
(including low-fidelity prototypes) to
create, recreate and explore

Using a range of methods, media, and
materials. Materials exploration may be
done through annotating

Annotating ideas to explain design
decisions, strengths and limitations of

ideas and future directions.

Figure 4.72 Rapid drawing
Viscomm Third Edition
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Figure 4.73 In the Deliver phase, ideas are explored with more formal drawings, critical annotations and low-
fidelity prototyping to test ideas. By Thomas Polizzi
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Your Deliver phase may involve:

ISBN: 978-1-009-33999-5

Using convergent thinking strategies
such as a SWO'T analysis to refine and
reflect critically on selected concepts
Referring back to the constraints
outlined in the brief or project details
Using a low-fidelity prototype in a
critique to collect feedback and test ideas
for refinement purposes

Responding to feedback from the
stakeholders

Further refine by completing further
testing and iterating and evaluate
thoughts through annotations

Choosing appropriate presentation
formats to present selected concepts to
the client

Creating a final presentation, which may

be manual or digital.

Figure 4.74 Formal drawings are undertaken towards the end of the design process. By Tomas Polizzi

Viscomm Third Edition

Patterson & Saville

Figure 4.75 High-fidelity prototyping can also be done towards the end of the design process. By Alessia Wynne
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Design thinking Convergent design thinking
The following design thinking strategies : .Vth-sn gathering and .ana.lysing
may assist you when designing a product: inspiration at the beginning of the

Develop phase, you could use a design

Divergent design thinking matrix, empathy mapping and de Bono’s

« Use brainstorming, mind mapping, Thinking Hats
SCAMPER, or forced associations or « When critically evaluating ideas, use

action verbs when generating ideas feedback surveys, PMI, POOCH charts
. Use PMI or See, think, wonder when

; _ « When refining concepts, try See, think,
annotating drawings and any models

wonder, Venn diagrams and critical

« When creating and experimenting, thinking lens

brainstorm ideas of methods, media and . When resolving, try SWOT analysis,

materials that could be used, create a list Gibbs reflective cycle, pitching your ideas

of where to next and feedback surveys

» Try shifting away from visual and « Critically evaluate ideas — think about
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towards using words for inspiration. what the planet needs. Think more
narrowly and be selective. 0
SEE
More examples of design thinking strategies CHPTERS
can be found in Chapters 2 and 3. THREE

Figure 4.76 An example of Divergent design thinking: SCAMPER used to generate ideas

CHAPTER 4 Design’s influence and influences on design
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SWOT ANALYSIS -over e

Strengths Weaknesses

Some strengths of the container designs include, the use of ~ Some weaknesses regarding the design of the
curves as i feel as though it is unique, they unify the prod- makeup products relate to the overall form, more so
cuts and also would help in making the bottles easy tohold.  relating to teh foundation and concealer through
Another strength to this design would be the marbel tex- the rounded bottom. By having a rounded bottom,
ture, as again it is unique especially in the makeup pack- the bottles would not be able to stand up, thereby
againg industry. | also think the the rose gold pump/appli- impacting their function (not only to be used by to
cator complements the pink within the marbel texture be on display).

instead of clashing against it (as both colours are similar but

different shades).

“This is the range of products -
as listed in the brief I have
included a mascara, foundation
concealer and setting powder

Foundation

Opportunities

Potential opportunities which could be explored from the Potential threats which arise from the design of the
design of the packaging could be looking at different ways  packaging includes the colour scheme, as this may
to display the curves (not justinwards curve in the middle)  restrict the overall demographic due to the boldness
to improve both ergonomics, function and form. Another of the pink colour. Also pink is a colour utilised by
oppertunity could be to look at different designs for the makeup companies due to its strong correlation with
pumps/applicator lids/lids to improve the overall aesthetic ~ eyeshadow/lipstick etc

of the design.

Why I choose this design - | think this design was highly unique, not due to its stucture but also its texture. | think that

itis very different to stereotypical foundations (clear glass bottles) and therefore minimises the threats of the design!

Overall i think this is the strongest design out off the 3 concepts and this is the design which i will continue to devel-
op further within the refinment stage of the portfolio.

Figure 4.77 Convergent design thinking. By Alessia Wynne

@ Viscomm Third Edition

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.



Chapter review and tasks

Summation

Design is not without influence, and as designers we can influence the behaviour of people and
animals and sometimes impact our planet. When designing a product, we should look to circular
design methods to create designs that are responsible, conscious and resilient, which can be

more successfully achieved when involving the stakeholders. Our design decisions may be
influenced by factors including social, cultural, environmental, technological and economic factors.
Designing requires both divergent and convergent thinking, and a playful and curious mind to solve
problems. Designers use a visual language, which includes drawing methods and technical drawing
conventions to communicate their ideas.

1 Design factors considered by industrial designers might include:
A choice of materials
B environmental factors Interactive
C social factors
D all of the above
2 Circular designis:
A recycling
B making products durable
C avoiding linear approaches that see design made, used, and then disposed of
D product design
3 Which drawing systems are used in the discipline of industrial design? Select all that apply.
A isometric
B planometric
C technical flats
D dimensioned elevations
4 Technical flats are:
A adetailed and accurate representation of a garment
B two orthogonal views of a garment
C ablueprint with measurements
D CAD drawings

Multiple-choice questions _;[§

Figure 4.78 Rendered three-dimensional drawing of an exterior sign.
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Mini task: drawing
1 Below is adrawing of a 3D object. You are required to draw a third-angle orthogonal drawing of
this object. Arrow A indicates the front view.
Your drawing needs to include:
three views
all hidden and centre lines, labels and the symbol
your drawing must adhere to the appropriate technical drawing conventions.

A

2 Theimage below is a third-angle orthogonal drawing of a block. Produce a correctly
proportioned isometric drawing of the block from the direction of arrow A.

TOP VIEW

FRONT VIEW 2 ¥ RIGHT-SIDE VIEW
A

@ Viscomm Third Edition
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Extended task: circular design

Brief

You are required to design a garment or fashion accessory using circular design methods to assist
in your design process.As part of the circular design process, this brief requires you to use an
existing garment or fashion accessory for your materials.

Step1 Brainstorm potential ideas in groups and use the following questions as discussion points
for ideas.
What could you make?
What could you make that is useful?
Is there someone who needs a garment or accessory?
How do you get buy-in from your stakeholders?
How can you remake and restyle the garment?
How can you approach this task to ensure that you consider the entire life cycle of the
product?
What will happen to your product when the wearer
no longer requires it? Can it be re-purposed or re-
imagined?

Step2 Sketch yourideas.

Step 3 Find a garment that can be repurposed (second hand or
an unwanted item from home).

Step 4 Unpick the seams of your garment to reveal the fabric
that you must work with. This is a constraint of the
project.

Step 5 Back to drawing. Make changes to your original design
to reflect the materials you have. Annotate any changes.  Figure 4.79 A pair of jeans being repurposed avoids
Share your design ideas with your peers for feedback. waste

Step 6 Using light-weight paper, create pattern pieces.
Step 7 Create your prototype — cut, make and share.
Step 8 Create a technical flat for your new product.

Step 9 Write a story that would encourage your target audience to wear the new product.

Figure 4.80 Re-purposing jeans

CHAPTER 4 Design’s influence and influences on design @
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Essential question — Unit 1, Area of study 3
What influences design, and what does design influence?

VCAA, VCE Visual Communication Design Study Design 2024 2028, p.24

Use a Venn diagram to help you consider the essential question.

What mfluences What Aces Aesign
Aesign? wmfluence?

wWhat is common

avout the two?

VCAA assessment
Unit 1, Outcome 3

On completion of this unit the student should be able to develop a sustainable object,
considering design'’s influence and factors that influence design.
To achieve this outcome the student will draw on key knowledge and key skills outlined in Area
of Study 3.

VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 24

Juicer design

Brief

You are required to design a citrus juicer for either a child or for an adult who has arthritis in their
hands.

Your final design needs to be easy to use, clean and store.

You will use the Develop and Deliver phases of the design process to adopt circular design
practices to design better for our planet and its future.

To complete this task, you will require a collection of handheld juicers. Students could bring
in their juicers from home or collect a range of second-hand examples.

Tasks
1 Asaclass, undertake a practical activity of juicing your range of hand-held juicers. You are to
take notes on the juicing experience of each item. This will form your research and starting
points for design work.
What was the juicing experience like?
Was the juicer easy to hold?
Was it easy to pour the juice into a glass?
Was the juicer easy to clean?

Viscomm Third Edition
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2 Complete arange of observational drawings as a form of primary research to
think about form.

3 Using the two types of primary research completed in steps 1and 2,
complete a brainstorm to generate ideas for a hand juicer for either a child
or for a person with arthritis in their hands. As part of your design work, you
need to think about the next stage of the juicer’s life once it is no longer
needed.

4 Using your brainstorm, generate ideas using rapid drawing over one page.

Annotate your drawings to assist in explaining your ideas and future

directions. Annotations can also include small PMis to assist in critically

thinking about your ideas. Use the divergent thinking strategy SCAMPER to
extend your ideas.

Share your ideas with your peers to get feedback.

6 Choose one idea and sketch in two-point perspective using grey lead pencil.
Draw your idea several times from different angles.

7 Complete a formal isometric drawing of your concept using drafting
instruments.

8 Render your isometric drawing following a light source. Your rendering should
indicate the texture of the materials that your design is made from. Look
carefully at cast shadows on the object and the ground.

9 Complete a third-angle orthogonal drawing of your design with dimensions.

10 Scan your drawings and create a presentation board of your concept. Include a
written description on your presentation of how the juicer can be re-purposed
once it is no longer required.

o

Figure 4.81Handheld juicer
presentation. By Charlotte Hunt

™" ORTHOGONAL
A DRAWING

CER

JUI
CORE CONPONENT

Figure 4.82 Handheld juicer presentation. By Carolina Cocchis
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Unit?2
Design contexts
and connections

AREA OF STUDY 1

Design, place and time

OUTCOME: On completion of this unit the student should be able to
present an environmental design solution that draws inspiration from its
context and a chosen design style.

AREA OF STUDY 2

Cultural owners|1ip and c|esign

OUTCOME: On completion of this unit the student should be able to apply
culturally appropriate design practices and an understanding of the
designer’s ethical and legal responsibilities when designing personal
iconography.

AREA OF STUDY 3

Designing interactive experiences

OUTCOME: On completion of this unit the student should be able to apply
the VCD design process to design an interface for a digital product,
environment or service.

VCAA, VCE Visual Communication Design Study Design 2024-2028, pp. 27-30
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Chapter S

Design, place and time
Unit 2, Area of study 1

How does design reflect and respond to the time and place in which itis made?

VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 27

KEY KNOWLEDGE

stages of the VCD design process and their role in developing environmental design solutions

research methods used to identify environmental design problems

contemporary and historical design styles and traditions

contextual factors that influence environmental design projects

economic, technological, cultural, environmental and social factors that impact environmental design projects
features and functions of the design elements and principles relevant to environmental design projects
appropriate design terminology used in evaluative annotations ?
two-dimensional drawing methods used to visualise environmental design ideas and concepts, such as
schematic drawings, plans and elevations

methods for representing three-dimensional spaces and structures such as planometric and perspective
drawing, and model-making

resolution of effective design solutions to meet the requirements of a brief

technical conventions used in documentation drawings relevant to environmental design projects

KEY SKILLS :

apply the stages of the VCD design process to generate, refine, resolve and present an environmental design
solution
draw inspiration from contemporary and historical design styles and traditions when responding to an
environmental design brief
respond to contextual factors when designing environments
consider economic, technological, cultural, environmental and social factors that impact environmental
design projects
select and use a range of appropriate manual and digital methods, media, materials, and design elements and
principles to visualise environmental design ideas, concepts and solutions
annotate design ideas and concepts using design terminology to explain and evaluate design decisions
present resolution of effective design solutions to meet the requirements of a brief
apply technical conventions to documentation drawings

VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 28
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Architecture should speak of its time and place but yearn for timelessness.
Frank Gehry

OVERVIEW

This chapter examines the relationships between design, place and time: how different contexts
influence the design of environments, including where we live, work and play. VCD looks at design from
architecture, interior, landscape and exhibition design and the way that designers draw inspiration from
other times and places. During this area of study, you will undertake a complete design process to propose
an environmental solution using inspiration from a context and a chosen design style. Engaging with the
Discover and Define phases includes research, finding and defining a design problem along with identifying
design factors such as economic, technological, cultural, environmental and social influences. You will
look at both contemporary and historical design movements and traditions, while developing ideas and
concepts supported by divergent and convergent design thinking. The Deliver phase utilises a critique
and an opportunity to respond to feedback. 2D and 3D drawing methods and associated conventions are
addressed as well as design elements, principles, methods, media and materials.

This chapter focuses on all stages of the VCD design process.

Discover Develop

- - DESIGN PROBLEM - - - -
-- DESIGN BRIEF -----
- - DESIGN SOLUTION - - - -

Divergent Thinking + Convergent Thinking : Divergent Thinking i Convergent Thinking
. Gatherinsights + Synthesise data : Gather & analyse inspiration + Critically evaluate ideas
' Apply research methods . Review, categorise and Brainstorm Refine concepts
: Explore stakeholders’ . summarise information ~ : Generate imaginative ideas ; Test, iterate, evaluate
' needs, perspectives & © Re-frame & target problem ; Draw and make . Resolvefinal features &
. experiences ! Establish design criteria  + Create, recreate, + details ]
‘ Suspend judgement : experiment ' Choose presentation
* Keep an open mind ; formats
VCD DESIGN PROCESS bhased on the UK Design Council Double Diamond model
iy “NRY FT? = =7

ok



5.1 Environmental design

In this study, the field of Environmental

Design includes the design of ideas for

indoor and outdoor and virtual spaces

(places and spaces we see in films and video

games) in which we live, work and play.

When undertaking projects in this field you

may work in:

+ residential and commercial design
projects

. Interior spaces

. performance spaces

- exhibition spaces

. online spaces

« parks

» streetscapes

. gardens.

Designers that work in this field may
include:

« architects

+ landscape designers

Figure 5.1 Environmental design in a video game

Viscomm Third Edition
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. urban designers
. interior designers
. stylists

set and event designers
exhibition designers

games designers

« concept artists
. animators
. merchandisers.

Environmental designers respond to the
needs of their users through human-centred
research methods, which include involving
the stakeholders in the early stages of the
design process. This approach encourages
more opportunities to identify the needs

of the user. Researching and analysing
design examples from architecture, interior,
exhibition or landscape design can further
assist in identifying needs and commencing
the process of generating ideas.

~—
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5.2 Contemporary and historical styles
and traditions

Video 5.1

« Did the designer belong to a school of
design?

- Did they work with other design
specialists ?

EMBARK 5.1

History never repeats

A designer may use design history to inform When reading about the different design Brief history
ideas for contemporary work. A design era movements in this chapter, keep in mind the ©f Atletrahan
can influence an architect, who might borrow  following: architecture I
from the modern architecture movement of - What political and economic factors were g
: . . o
the early and mid twentieth century or using at play ? For example, was there a war or S
functional and abstract shapes associated a depression? o
with the Bauhaus. There are exciting and « What social and cultural factors were o
innovative examples of environmental design present? <
throughout history. The timeline in Figure - What type of media and materials were o
5.3 gives you a broad overview of the major used? Do you know what was available at -
. . . ~+
design eras that can influence your own work the time? 9
and also provides you with a comprehensive - What methods were used? Were these =
overview of significant historical events and affected by technology? §
the subsequent evolution of design styles. « What style of imagery is represented S
Video 5.1 provides a broad overview of in presentations to support drawings or a
Australian architectural design. Collect ideas models? =
from key design eras and use these as starting « What type of presentation formats were e
points for your own design work. used? ‘BD
o
3
2
o
o
0
o
=
g
=
5
>
=
=
3
D
o
[
~

What happens when you combine history with
the present?

Look for examples of when historic and modern
architecture come together to produce something
better than the sum of their parts.

A good starting point is the article “19 Beautiful Examples
of Historic and Modern Architecture Coming Together’
by Nick Mafi and Noelann Bourgade. You may find other
examples on the internet, or even in your local area.

Figure 5.2 The Port Authority Building,
designed by Zaha Hadid Architects, at Port of
Antwerp-Bruges in Antwerp, Belgium

Nick Mafi and Noelann Bourgade, ‘19 Beautiful Examples of Historic and Modern Architecture Coming
Together’, Architectural Digest, 9 December 2022
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Historic events Movements of Art & Design
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Figure 5.3 Design timeline
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Nineteenth-century design

Arts and Crafts (1850-1914)

The Arts and Crafts movement began as

a British decorative-arts movement in the
second half of the nineteenth century. It was
heavily influenced by the writing of John
Ruskin as a reaction to the mechanical style
of the industrial revolution and also to the
intricate and elaborate style of the Victorian
era. The Arts and Crafts movement was
based on simple forms, natural patterns

and textural materials. It opposed mass
production and encouraged the use of hand-
crafted design and traditional craftsmanship.
Designers focused on domestic items such
as kettles, kitchen dressers and curtains.
Arts and Crafts decoration was based on
plant forms and the natural rhythm of
organic shapes and flowers. Leaf motifs

and heart shapes were used regularly to
enhance patterns on textiles, including rugs,
embroidery and wallpapers. Some Australian
designers, including furniture makers,
embraced this style and used Australian
timbers in their designs.

Key designers from this era include:
- William Morris

. Philip Webb

+ Charles Rennie Mackintosh

- Frank Lloyd Wright.

Aesthetic movement (1870-1900)
The Aesthetic movement was heavily
inspired by Japanese culture and the art form

Figure 5.4 Red House (1860), William Morris and
Philip Webb, London, England

of Japanese woodcuts. The movement was

focused on the natural, and the beautiful
mixing of Anglo and Japanese style. It
mainly influenced domestic objects and
interiors. ‘Aesthetic’ is a term relating to
beauty and the appreciation of beauty.

Key designers from this era include:
« Aubrey Beardsley
- James Abbott McNeil Whistler.

Art Nouveau (1890-1914)

The beginning of the twentieth century

was a time of ‘new art for a new century’.

ArtNouveau is French for ‘New Art’,
and it was a style of decoration and
architecture characterised by the flowing
depiction of leaves and flowers. It started
in Paris in the 1890s and continued
through to World War I (1914-18). Art
Nouveau was inspired by natural forms
and structures, not only in flowers and
plants, but also in curved lines. The
exterior and interior of buildings would
often feature decorative elements such
as mosaics, stain and curved glass and
wrought iron embellishments.

Key designers from this era include:

« Paul Saintenoy

« Charles Rennie Mackintosh

« Antoni Gaudi

. Hector Guimard.

Figure 5.5 Casa Vicens, designed by architect Antoni

Arts and Crafts
amovement
based on simple
forms, patterns
and textures.
Designers
focused on
domestic items
and used simple
plant forms and
organic shapes in
their designs.
Aesthetic
movement a
response to

the ugliness of
Industrialisation,
the Aesthetic
movement
focused on

art that was
beautiful rather
than useful

Art Nouveau
French for ‘New
Art’ a style of
decoration and
architecture
characterised
by the flowing
depiction of
leaves and
flowers

Gaudi, Carrer de les Carolines, Barcelona, Catalonia,

Spain
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Modernism (1900-1950)

Modernism is a term used by art historians

to describe a succession of eras or

movements in the first half of the twentieth

century. The belief or attitude of many

artists and designers of this period was to

reject all styles of the past and to focus upon

new and innovative styles that explored

different techniques and use of materials and

media.

Modernism was also a response to

technological change, and artists and

designers moved away from including

decorative elements as found in eras like

Art Deco. Specifically, designers believed

Futurism an artistic and
social movement that
originated in Italy in the
early twentieth century. It
emphasised and embraced
contemporary concepts of
the future, including speed,
technological progress and
youth, and objects such as
the car, the aeroplane and
the industrial city

that form should follow
function and therefore

put great emphasis on

the style and aesthetics of
good form. They aimed for
high-functioning design
and, with at times a limited
colour palette, producing
objects that fitted in with a
modern lifestyle.

Figure 5.6 Exterior view of Guggenheim Museum by
Frank Lloyd Wright. Aiming to break away from the
traditional museum layout, which forced visitors to
progress from space to space and then back through to
exit, Wright designed the gallery as a continuous ramp.
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Deutscher Werkbund (1907-1935)
The Deutscher Werkbund, established

in 1907, is a design movement that

included artists, architects, designers and
industrialists. The Werkbund greatly
influenced modern architecture, industrial
design, specifically the Bauhaus school of
design. The goal of the movement was to
use design and architecture to develop a
German identity. This was achieved through
promoting craft with industry, rather than
being a rejection of machine production
(emphasis of the Arts and Crafts movement).
They embraced technology and focused on
high-end craft production, with no access to
cheap materials. Architects often designed
buildings by highlighting the importance of
industry through monumentality.

Key designers from this era include:
. Walter Gropius
« Hermann Muthesius

« Henry van de Velde.

Figure 5.7 The AEG Turbine Hall by Peter Behrens,
1908-09, Berlin, Germany. It was built as a factory
that had a large space to facilitate the movement of
large turbines

Futurism (1910-1920)

Futurism was an artistic and social movement
that originated in Italy in the early twentieth
century. It emphasised and embraced
contemporary concepts of the future,
including speed, technological progress

and youth, and objects such as the car, the
aeroplane and the industrial city. It was
mainly an Italian phenomenon but influenced
other European countries. Architecture
included megastructures, industrial

© Cambridge University Press & Assessment 2023
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Figure 5.8 Sketch by architect Antonio Sant’Elia of
an ltalian Futurist apartment, 1914

aesthetics, extensive use of steel that reflected
the spirit of the machine age. Commencing
after World War I, Futurism drew its
inspiration from the interest of potential
space discovery and spaceships.

Key designers for this era include:
.+ Antonio Sant’Elia
«  Mario Chiattone.

Art Deco (1910-1939)

ArtDeco replaced Art Nouveau after World
War [ as the major international decorative
style, and continued until World War II
(1939-45). Art Deco represented the style of the
Machine Age, replacing Art Nouveau’s flowing
floral motifs with streamlined geometric shapes

Figure 5.9 The Chrysler Building, New York City, is an
example of Art Deco

ISBN: 978-1-009-33999-5 Patterson & Saville

and designs that represented power, speed

and modern technology. Art Deco took its

inspiration from a variety of art movements,

including Cubism and Futurism. Design

elements from the ‘exotic’ cultures of
Egypt, Assyria and Persia were also
used. Simplification and abstraction
were the hallmarks of Art Deco; its
style was used in architecture, interior
design, industrial design, fashion
design and graphic arts.

Some of the more obvious style
concepts included using themes to
represent the emerging Machine
Age. These themes included
modern aviation, electrical lighting,
the radio, the ocean liner, the car
and the skyscraper. Art Deco is
characterised by the use of materials
such as aluminium, stainless steel,
inlaid wood and lacquer. The use
of bold, stepped forms, sunburst
motifs, geometric curves including
zigzag design and fountain shapes
were typical characteristics of

Art Deco design. Some of these
motifs are so famous that they are
significantly distinctive in skylines
around the world. The top of the
Chrysler building in New York is
an example. Sometimes modern
designers use these motifs to create
an Art Deco feel in their work.

Key designers for this era include:
« William Van Alen
. Emile-Jacques Ruhlmann

. Frank Lloyd Wright.

Dada (1916-1922)

Dada, or Dadaism, was a movement

within the arts (including performing

Art Deco originated
in Paris and was a
popular art and design
style that was used
inmany art forms
including the fine
arts, fashion, graphic
and industrial design
and architecture. Art
Deco commenced
inthe 1920s and was
followed by many
artists and designers
well into World War |l
(1939-45). The

style incorporated
decorative elements
and a strong use of
geometric shapes and
forms.

Dada a movement
inthe arts, including
performing arts

and literature. The
movement began
amid World War |
(1914-18). The

artists of the Dada
movement did not
share a specific style
or practice of art,
rather it was the not
following’ that defined
their movement.

The intention of the
artworks produced
during this movement
was to provoke the
viewer and ask them
to question what was
being seen

arts and literature) that began in Zurich,

Switzerland. The movement came to

a conclusion with the establishment of

Surrealism. The meaning of the word

‘dada’ in French is ‘hobbyhorse’; however,

the term also sounds like the early words

of a child and in other languages it would

mean nothing. At Dada’s core is a sense of

mockery of materialistic and naturalistic

CHAPTER 5 Design, place and time @

© Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.

g
2
o
[°]
(1]
(7}
o
]
@,
(e}
=]
=
(0]
=1
(1]
Q
-
()
=]
o
=
(1]
(2}
T
o
=
o
-+
o
=+
=
(1)
=
3
o
()
=]
o
-
Q
[2]
®
=
g
=
0
=
-
—
3
Q
o
(1]
"~




attitudes. The artworks produced were
not primarily about creating aesthetically
pleasing objects and Dada was one of

the first art movements that was about
producing artworks that questioned the
role of the artist, how the art was perceived
in society and, ultimately, what was the
purpose of art. Dada artists made famous
the ‘ready-made’; they presented everyday

De Stijl De Stijl
(‘the style’) was
aDutchartand

design movement

founded in 1917.

The style embraced

an abstract and

simplified approach

incorporating

geometric forms or
shapes and primary

colours

objects with little manipulation as
artworks, forcing the viewer to question
the very definition of what art is.

Architecture of the period shows the
subtle impact of the Dada art movement.
Architects including Antonio Gaudi

and Adolf Loos experimented with
materials, designs and ornamentations.
These architects designed structures
that diverged from the current styles of
architecture.

Figure 5.10 This influence of expressive and
unexpected design can be seen in the Einstein Tower
in Potsdam, an astrophysics observatory designed
by Erich Mendelsohn and built in 1924. It is covered in
white stucco and draws upon an organic design that
was unique at the time.

Viscomm Third Edition
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Key designers for this era include:
« Marcel Duchamp

. Henri Sauvage

« Otto Wagner

- Antonio Gaudi

« Adolf Loos.

De Stijl (1917-1932)

De Stijl was an artistic movement founded
in Amsterdam in 1917 that influenced
painters, sculptors and many other areas,
including literature, music, architecture,
and industrial and graphic design. The
name ‘De StijI” means ‘the style’ in Dutch
and was partly a response to World War |
and the decorative style of Art Deco. The
movement is sometimes defined as abstract
with the core elements focused on geometric
forms and primary colours. When you look
at the art and design work produced by

this movement, you will notice precision,
straight lines, squares, rectangles and a
heavy use of primary colours with black and
white. Unlike Art Deco and Art Nouveau,
decoration and ornamental design was
rejected, and the designers of this movement
focused on the simplification of forms.

Key designers for this era include:
« Gerrit Rietveld

« Theo van Doesburg

« Vilmos Huszar

+ James and Ray Eames
. Piet Mondrian.

Figure 5.11 Eames House and Studio in California, the
former home and studio of mid-twentieth century
designers Charles and Ray Eames. Eames House is a
non-European example of architecture influenced by
the De Stijl movement. The sliding walls and windows
make it open and versatile, which was a feature of the
De Stijl movement.
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Constructivism (1919-1931)
Constructivism was a movement that was
played out in art, design and architecture.
Appearing after World War I, artists and
designers had a similar belief to that of

the Dada movement — a rejection of the

idea of art for art’s sake and the traditional
bourgeois (middle class) society for which
art was traditionally created. With their
anti-war values and beliefs, the artists of this
time wanted to rebuild society as one that
opposed war. During this time, architecture
included 3D cubism for abstract and non-
objective elements, along with straight lines,
cylinders, cubes and rectangles. Architects
merged aesthetics and imagery of the
modern age such as radio antennae, steel
frames and tension cables. The combination
of conceptual design, geometric aesthetics
with the ideals of communist communal
living featured in many design briefs.

Key designers for this era include:
« El Lissitzky
.« Alexander Vesnin

« Alexander Rodchenko.

Figure 5.12 The print shop ‘OGONYOK’ designed by
El Lissitzky
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Bauhaus (1919-1933)

The Bauhaus movement was one of the

most important design movements of the

twentieth century. It took place in Germany
in the 1920s and early 1930s. Bauhaus means
‘building house’, and it was the name of a

German institution founded by the architect

Walter Gropius and famous for its approach

of teaching fine arts combined with

design education. There was a strong

emphasis on combining painting,
sculpture and architecture to create
the one guild. The style favoured
function over ornamentation,
incorporating a minimal selection
of materials, with metal being a

Bauhaus a school
in Germany that
combined crafts and
the fine arts, and
was famous for the
approach to design
that it publicised
and taught. It

was marked by

favourite. Once students were the absence of
familiar with the fundamentals of ornamentation and
the Bauhaus principles, they were by the harmony
. . between the

then exposed to cabinet making, ,

. d b function of an
weaving, pottery an typograg y. object and the way it
Although the Bauhaus education looked

had a strong emphasis on craft, there
was also recognition of the importance of
mass production. Many of the classes at
the Bauhaus school were taught by artists
including Marcel Breuer, Paul Klee and
Wassily Kandinsky. It seems that the
Bauhaus school itself had as much fame as
the actual style that emerged.

The principles of Bauhaus architectural
design were to provide everything in the
contemporary house, from the most basic
household item to the complete building.
The Bauhaus designers were fascinated with
metal and used it in furniture design to create
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Figure 5.13 The Bauhaus school in Dessau
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a new type of beauty that relied on non-
exact forms and measurements. Steel was a
material that was uniform and precise.

Key designers for this era include:
« Walter Gropius

« Marcel Breuer

- Ludwig Mies van der Rohe

« Wassily Kandinsky

« Herbert Bayer.

International Style (1925-1965)

The International Style was a collaboration
between architects and designers around

the world, who aimed to create functional
designs that incorporated stylised geometric
forms, similar to the aesthetics of the
Bauhaus. The name came from an important
exhibition held in New York’s Museum

of Modern Art (MOMA) in 1932 titled

‘International Style: architecture since 1922’

Architects and designers incorporated
aesthetics of Modernism into their work
including rectilinear forms, deliberate

use of light and glass, taut plane surfaces,
open interiors and the absence of any
ornamentation and decoration. The goal of
the international style was to create built
forms whose appearance and form came
from their engineering and use of materials.

Figure 5.14 Pabellon de Alemania, Barcelona, Spain
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Key designers for this era include:
« Lilly Reich

- Ludwig Mies van der Rohe

. Jacobus Oud

- Le Corbusier

- Richard Neutra

- Philip Johnson.

Streamline Moderne (1930-1960)
Streamline Moderne is an international style
of Art Deco architecture and design. The
aesthetics were inspired by aerodynamic
design with curving forms, long horizontal
lines and sometimes traces of nautical
elements, as seen in Figure 5.15, the
Streamline Moderne Coca Cola building.
The Coca Cola building has similar visual
elements to that of a large cruise ship,
including small porthole-like windows.
Streamline Moderne is an architecture style
or movement that emerged in the mid-
1930s, as a more linear-focused variation
than the vertical and angular Art Deco
architecture movement that started a
decade earlier. The style was characterised
by lack of ornamentation and decoration
and included rounded railings and linear
elements such as trims or grooves in the
smooth stucco cladding walls.

Figure 5.15 The Streamline Moderne Coca Cola
building, an architectural landmark since 1936 on
Central Avenue and Pico, Los Angeles
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Organic Design (1930-1960) Postmodernism (1950 to today)

Organic design was pioneered by Frank Postmodern design was a reaction against
Lloyd Wright who aimed to achieve modernism. It 1s an umbrella term for
harmony between nature and the built styles in which architects and designers
world. He achieved this through the use embrace individualism and experimentation.
of natural materials and smooth, round, Aesthetic elements might include

organic forms. Other characteristics of curved forms, decorative elements and
organic design include natural or muted ornamentation, bright colours and features
colours, limited decorative elements borrowed from other design periods. Colours
and asymmetric and flexible shapes and textures were often not related to the
and form. Rather than simply copying structure or function of the building. It
nature, organic architecture was about emerged as a reaction to Modernism and the
re-interpretating nature. The term Modern Movement, and their minimalism
‘biomorphism’ was also used to describe and uniformity approach to architecture.

this style of architecture and is still

refenced in contemporary architectural Today, architects feel free to draw on a range

design today, with thanks to computer- of influences (although it would be unlikely

aided design where architects are more for an architect to plan a new building without

casily able to create structures with more considering the context and local conditions).

. . This freedom can be attributed to the values
biomorphic forms.

and approaches of Postmodernism.

Key designers for this era include:
- Aldo Rossi

James Stirling

« Robert Venturi

- Denise Scott Brown.

Figure 5.16 The harmony of form and function and
inspiration of natural elements. Frank Lloyd Wright’s
building Fallingwater 1937 literally integrates a
waterfall.
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Figure 5.17 The Neue Staatsgalerie by James Stirling,
1977 t0 1983, has been called the best Postmodern
structure ever built.

Table 5.1 Modernism versus Postmodernism

Modernism Postmodernism

1900-1950 1950 to today

Influenced by World War | Influenced by World War I

Refers to the departure from classical and Refers to the reaction against Modernism
traditional forms (Modernism was characterised by the use of earlier

styles and a mixing of different styles)

Formal structures Rejection of formal structures
Simplified and minimal elements Imagination and ornamentation
Neutral colours Brilliant colours
Modern buildings had purpose and function Originality and local context were highly considered
CHAPTER 5 Design, place and time @
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'EMBARK 5.2

Barak building

Research the different dialogues about this building and continue

your own dialogue in small groups.

You could use the following websites as starting points:
Barak Building, ARM Architecture, ‘Projects — Barak Building’
Timmah Ball, ‘Remember Me: architecture, placemaking and
Aboriginal identity’, 28 May 2015, Assemble Papers.

Pop (1950-1975)

Fashion design was the dominant expression
of this postmodern style, but it also affected
graphic design and architecture. Swirling
colours, paisley patterns, flowers and love
were part of the hippie culture, and this
influenced the way that designs developed in
the 1960s. The 1970s utilised swirls, bright
contrasting colours and interesting textures
to create a specific look. These bold patterns
were used on wallpaper, fabrics, furnishings
and furniture. In architecture, Pop

culture emphasised unconventional design
elements with structures that symbolically
represented objects. Other visual elements
included exaggerated scale and proportions,

Figure 5.19 Ontario college of art and design
Canada. Facades, interior spaces and public spaces
became canvases for experimentation with colour,
irregular forms and unconventional scale.

Viscomm Third Edition
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Figure 5.18 The residential tower
features a portrait of Aboriginal
Elder, William Barak, onits fagade

misapplication of colours and the creation

of independently standing vast sculptures
that were sometimes added to buildings.

The inclusion of fluorescent lighting, garish
facades, bright canopies and metal and
enamel patterns often had little connection to
the underlying design of the structure.

Key designers for this era include:

. Alison and Peter Smithson

« James Stirling and Colin St John Wilson
« Andy Warhol

« Roy Lichtenstein.

Figure 5.20 Beer Brush Tower, Pop-Art futuristic
building designed by architects Ralf Schiiler and
Ursulina Schiler-Witte, Berlin
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Anti-Design and Radical Design Memphis design (1981-88)

(1968-1978) This era of design was influenced by Pop
Anti-Design (referred to in the architecture Art and Art Deco with a twist of kitsch.
world as Radical Design) turned everything The group created lighting, furniture and
that Modernism represented upside down. textiles designs that were bright, colourful,
Designers were tired of the excess in design geometric and bold.

d took a fresh look at the desi : .
Anc T0ok & fresh fook at The cesigh process The group was founded by Italian designer
and mass production. Designers of this
Ettore Sottsass and the name was taken
from the Bob Dylan song ‘Stuck inside of
Mobile with the Memphis blues again’,

which was played during the group’s first

period made durable and permanent designs
in a limited edition and were happy to design
objects that were temporary and easily

discarded. While Modernism was about

‘form follows function’, Anti-Design was official meeting. Memphis design followed

. . . from Anti-Design.
the opposite. The style of this era included on trom snti-Lesign

exaggerated and expressive qualities Key designers for this era include:
including striking bold colours and distorted ~ « Ettore Sottsass

scale. Functionality, simplicity, reduced «  Michele de Lucchi

colour palettes were not on the agenda for « Marco Zanini

Anti-Design. Rather Anti-Design embraced . Peter Shire
exaggerated and expressive qualities to

Camille Walala (for a contemporary
undermine function. approach).

Ultimately, Anti-Design was
anti-Modernism.

Key designers for this era include:

« Architects from Superstudio including:
Adolfo Natalini and Christiano Toraldo
di Francia

« Architects from Archizoom: Andrea
Branzi, Gilberto Corretti, Paolo
Deganello and Massimo Morozzi.
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Figure 5.21 The 'Superonda 1967 Poltronova’

armchair by Archizoom Association Figure 5.22 Camille Walala, Dream Come True Building
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Digital Design (1984 - today)

The impact of digital design, including the

use of computers and the online world, has
transformed all fields of design including
architecture. Not only have computers
become faster and more powerful, but design
software programs have also become more
sophisticated and include even more generative

design tools that allow designers to iterate, test

Figure 5.23 An architect’s design displayed on a
computer screen, circa 1985

and present what would have been considered,
in the past, ambitious concepts. In the early
1980s, architects used computers to generate
floorplans and 3D drawings, as seen in Figure
5.23. In 2023, designers are using digital means
to create digital art gallery spaces, as seen

in Figure 5.24, for audiences to physically
experience and enjoy.

Figure 5.24 The Lume, Melbourne, provided a
multi-sensory digital art gallery via a huge light-
projected and sound-filled hall, with projected
artworks and graphics by Vincent Van Gogh
combined with digital surround sound.

Viscomm Third Edition
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Eco-Design (1990s - today)
Eco-Design is an approach to architectural
design where deliberate design decisions
are made to reduce the harm of humans

to the environment. This involves using
fewer resources, combined with minimum
impact on nature and the environment.
There is a focus on lessening the impact

of pollution, waste, the distribution of
products during the process and keeping
recycling at the forefront of decision
making. The philosophy behind many of
the designs is to promote the health of the
buildings occupants as well as reducing the
negative impact on the environment during
construction and occupancy. An Eco-
Design approach includes making the most
of the site, minimising the consumption of
renewable energy, enhancing indoor quality,
deciding to use environmentally friendly
products throughout the design process.
Eco-Design 1s thinking about the building’s
life cycle though every phase of the design
process, including iterations of how the
building could be changed or used to keep
its value.

Figure 5.25 The Pixel Building, Melbourne was
Australia’s first carbon-neutral office building that
could generate all its own power and water on site.
Designed by Decibel Architecture.
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EMBARK 5.3
Frank Gehry

Bornin 1929, Frank Gehry is a Canadian-born American
architect and designer.
1 Whyis Gehry important to study as an
architectural student?
What is Gehry’s most famous building?
What design styles has Gehry incorporated?
What design style is Gehry best known for?
Select one of Gehry’s works. Create a model of
this work using paper, card and found objects . , ) )
from the classroom. No 3D printing, laser cutting Flgu're 5'26. Giant bInOCU!aI’S infront of .

’ building designed by architect Frank Gehry in
or new materials (other than paper) allowed. Venice Beach, California, USA
6 Write a description of the design.
7 Organise a display of the models.
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Mars House - first digital home to be sold

The first digital home, titled Mars House, was sold for over half a million dollars in 2021.

After designing the house, Toronto-based artist Krista Kim worked with an architect to digitally render
the house using software commonly used to create video games. Mars House was sold on NFT
(non-fungible token) using a cryptocurrency similar to Bitcoin. Mars House is a 3D digital file with virtual
reality experiences.

Find out more: = E,,..
Christele Harrouk, Mars House, ‘First Digital Home to be Sold on the NFT Marketplace’, ArchDaily, [m]ys
23 March 2021 Video 5.2

James Parks, ‘Artist Krista Kim sells “first NFT digital house in the world” for over $500,000’, mar:: Hfuse’
e firs

de zeen, 22 March 2021 .
digitalhome

CHAPTER 5 Design, place and time @
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The Maker Movement

(2000 - present)

The Maker Movement is a cultural

trend that values the ability, skills and
knowledge in being able to create things,
as well as consume things. Value is placed
on traditional and contemporary artisan
approaches and the skill to make something
with your own hands. The Maker culture
and the movement around it is thought to
be a reaction to the digital world and the
disconnect within physical spaces.

With the Maker culture comes the Maker
spaces. These spaces bring communities
back into sharing and face-to-face
interactions as people help one another to
learn. The movement is not only seen in
local community spaces, but offices, elderly
homes, and of course schools. Maker spaces
can be specifically designed and included in
a building brief with specific needs for how
communal spaces are to be used and storage
of machines, such as laser cutters and 3D
printers. The trend moves into interior
spaces, with a resurgence of artisanal
products in both residential and commercial
spaces.

EMBARK 5.4

Design a digital space

Figure 5.28 The 2022 MPavilion is made up of fabric
and tensile architecture with the outermost layer
made from fishing nets, which creates the tactile
texture. The fabric roof is a reminder of making things
with our hands such as traditional fishing nets, while
the space underneath creates an open space that

is used for many community activities, including
‘making’.

Select one design movement from this chapter and research the key design features.

Using these design features, design a space for an online game to design:

EITHER

An interior space with two connecting rooms and exterior access. Your interior space should

include furniture.

OR

Aninner-city alleyway set amongst tall skyscraper buildings. Your design needs to include details

of the streetscape.

Viscomm Third Edition
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5.3 Factors that influence environmental

design projects

The character of a place or space is
influenced by many contributing factors
including contexts, economics, technology,
culture, social and environmental.

Contextual influences

The context of where a design is going to be

positioned and built is an important part of

any design process and decision making that

an architect can make. When responding to

a site, an architect will look at:

. orientation — the direction that the
building is going to face in response
to light or existing features of the site
including overshadowing or sloping

. date and style of any existing buildings

. street and subdivision patterns, if
relevant

. setbacks of buildings

« views, vistas and skylines.

Some councils require responding to historic
contexts and include design criteria around
elements such as character, scale, form,
materials and even colour.

Economic influences

All designers are committed to making the
best product under budget constraints and
must consider financial factors as part of
this process. This includes the choice of
materials based on durability, suitability,
aesthetic quality and cost. A well-defined
design process will include a set number of
iterations and prototypes to determine the
scope of the task within the budget. A budget
can be inversely proportional to innovation.

Technological influences

Technology is impacted by historical key
events, including the industrial revolution
and war, and the advent of new materials,
machines and processes. Digital technology,
which arrived in the 1980s, increased the
proliferation of work as it allowed designers

ISBN: 978-1-009-33999-5 Patterson & Saville

to create work in hours rather than days.
Technology has impacted on the type of
designs now being produced, and new career
paths such as web design, animation, game
design and computer software design have
evolved accordingly.

Cultural influences

Working as a designer requires an
understanding that some design may be
culturally or emotionally sensitive for certain
audiences. An architect may need to ensure
that there 1s access for all ages to a public
building, an industrial designer may need

to design public seating that can be used by
people with disabilities and a graphic designer
may be required to design a festival poster
that makes all cultures feel welcome.

o vl e I,
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Figure 5.29 Development drawings responding to
the context. Use the design elements of line, tone
and texture to create more informed drawings

CHAPTER 5 Design, place and time
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Many designs today, although transmitted
worldwide through the internet, can be
offensive or taboo in some countries, so a
designer needs to carefully consider their
audience. If a design is made for a specific
cultural group, the designer will ensure its
content and presentation aligns with the
group’s values, beliefs and needs.

Environmental influences

Sustainability and concern for the
environment 1s another example of the way
social factors can impact on design practices.
Design decisions may include using renewable
and local materials, maximising external
natural light, choosing materials for the
exterior of the building to help keep interiors
cool or warm. Consideration of the site and
responding to its existing elements through
to consideration of the transport of building
materials can all impact the environment.

Choosing to build timeless designs that
respond to human needs and which

continue to evolve 1is better for the planet
and its future.

Social factors

Social factors have always influenced design
and design can influence social change.
Architectural designs are influenced by
ideas, beliefs, activities and lifestyles of

the people that they sustain. Buildings,
structures and spaces are the result of social
needs. The built environment is designed on
the needs of society such as new community
gardens, housing or a gallery space. When
designing spaces, architects consider the
idea of social inclusion where spaces are
designed to be inclusive of everyone and
they consider how the spaces will be used.
Designers respond to social change, which
is evidenced through fashion trends, interior
design and industrial design, which in turn
can influence and dictate what we might
buy. If a style is successful, the design style
continues to evolve.

Nightingale Housing

The Nightingale Housing building project is run by a non-profit organisation that aims to build affordable
apartments with an environmental and sustainable focus that encourages community engagement

and socialising.

The Nightingale Village is a collection of six buildings located in Brunswick, Melbourne. As well as
individual apartments in a range of different sizes and styles, the Village includes a number of shared
spaces, including a dining area on the roof, a dog park and small breakout areas.

Read more about Nightingale Housing at https://cambridge.edu.au/redirect/10126.

Questions

1 Describe the design factors behind these projects.
2 Identify an aspect of the design that encourages community engagement.
3 Identify three design features that help make Nightingale Village environmentally friendly and

sustainable.

@ Viscomm Third Edition
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5.4 Development drawings for
environmental design

Development drawings are used to visualise Development drawing can be completed
ideas and concepts and can be realistic or using a range of media, sometimes including
abstract. They help the designer to devise rendering. Development drawing in this
and record and communicate their initial subject can include but are not limited to
ideas through to more developed concepts. schematic diagrams, ideation sketches, story
These types of drawings are usually rapid, boards, mock-ups and illustrations.

informal and can be expressive. They can
be created by hand or digitally (e.g. on a
drawing tablet).
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Figure 5.30 Frank Gehry’s rapid sketch for his Guggenheim Museum in Bilbao (top), and the completed building.
Each of his projects began with what might look like an abstract scribble

CHAPTER 5 Design, place and time @
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ALVAE AALTO b Bt fort 5 —)
VASE inspirahon L

Figure 5.32 Inspiration from Finnish architect Alvar

Aalto and his ‘Aatto Vase’

Figure 5.31 Alvar Aalto ‘Aatto Vase’

EMBARK 5.5

A design thinking exercise in altering shapes

The brief and research are vital to the initial generation of

ideas. Narrow research can be the cause of lack of inspiration.

Do not rely on the internet alone to conduct research; rather,
think of ways to generate ideas from directions that may not
be commonly associated with your theme. This exercise is an
example of a primary research that encourages you to focus
specifically on the design element of shape. Applying design
thinking strategies can also be another way to generate
original ideas.

The following design thinking exercise is loosely based upon

SCAMPER.

1 Take an A3 sheet of paper and, using a black fine liner,
draw a square in the top left-hand corner of the page.

2 Redraw the square a second time with a small change.

3 Continue to redraw the square, altering your previous
design until your page is full.

4 When you are finished, use any of the shapes drawn
on your page as starting points for a floor plan or
elevation.

@ Viscomm Third Edition

Figure 5.33 Use a creative design thinking
technique to alter a simple shape. Perhaps
one of these new shapes might be a

starting point for an elevation or floor plan.
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5.5 Two-dimensional drawing methods

The drawing of house plans with elevations
uses similar projection methods to those
used in orthogonal drawing. However,
drawing plans and elevations have slightly
different guidelines because there is different
information being conveyed.

When producing your architectural

drawings, you need to:

+ include the title block

« include a north arrow

« 1incorporate correct line thicknesses such
as boundary lines of buildings, internal
walls and roof lines

+ use conventions and symbols for doors
and windows

« label views and room interiors with an
appropriate typeface

« use a scale appropriate to environmental
drawing; for example; 1:50, 1:100
and 1:25. Architectural drawings
usually work to a scale of 1:100 and all
dimensions are in mm. Thus: 10mm =
1000mm; Icm = 1 metre.

« There are many different symbols for
architectural features such as toilets, sinks,
showers and basic furniture and cabinetry
features. At times, architects will take the
liberty of using their own symbol designs
for these features; however, they are
drawn at the same scale as the plans and
elevations they are being placed in.

Note: labelling your architectural drawing is
different to orthogonal drawing. Orthogonal
drawings include views while architectural
drawings refer to views as ‘elevations’. Your
architectural drawing will usually include a
plan, north elevation, east elevation, south
elevation and west elevation. These labels are
placed beneath each view after dimensions
are included. You should use block lettering
if working manually or select an appropriate
typeface when working digitally.

Drafting the elevations

Once you have completed drawing your
detailed floor plan, you'll still need to create a

ISBN: 978-1-009-33999-5 Patterson & Saville

to the floor plan, you will need to create a set
of elevation drawings. Elevations will provide &
2™ gy |

GEERLE

Videos 5.3

an overview of how the finished design will

look and even include the types of exterior
finishing materials. They will also provide

a &b Floor
information about the elevation of the ground plans and
on the various faces of the home. elevations

by hand and

in lllustrator

Dimensioning

Dimensioning architectural plans is similar

to dimensioning an object. However, you

need to remember the following:

« Arrowheads are not used; rather, a 45°
line passes through the dimension line to
indicate a new dimension.

- Each dimension line starts 2mm from
the building outline. The smallest
dimensions are usually placed closest
to the building outline, with larger
dimensions being placed on following
dimension lines.

« Each line of dimensions should add up
to the same amount because they are
showing different aspects of the same
length.
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Figure 5.34 Drafting the front elevation from the

floor plan
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The third dimension line shows the overall

external building dimensions, corner to corner. \

)

The second dimension line shows internal features
such as internal rooms and wall thicknesses.
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Figure 5.36 Dimension floorplans. By Lucinda Roberts
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Scale The scales and their architectural use are

When drawing a floor plan, it is necessary broadly as follows:

to use a scale and draw the plan at a reduced - 1:10 interior spaces and furniture

scale. Imagine trying to draw a floor plan to - 1:20 interior spaces and furniture

size. Think about the size of the paper that - 1:50 interior spaces, detailed floor plans
you would require. A common scale used and different floor levels

by architects is 1:100, and architects work + 11100 building plans and layouts

in millimetres to enable them to provide - 1:200 site plans.

specific and detailed information.

EMBARK 5.6

Floor plans and scale

Figure 5.37 is a floor plan of a house, which has a different purpose and context to a set of more formal
plans and elevations. The context of this drawing may be a real estate brochure, and the purpose may
be to inform potential buyers of the layout of the house. Your task is to redraw this floor plan onto graph
paper using a scale of 1:100. Include the correct conventions for wall thicknesses, doors, windows and
labelling.
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Figure 5.37 Not all floor plans have the same purpose or context. The target audience for this floor plan

would most likely be a potential buyer and not a builder
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CASE STUDY 5.3
McBride Charles Ryan

Research the work of architectural design firm McBride Charles Ryan, specifically looking at their
projects the Klein Bottle House, the Letter Box House and the Cloud House.

Figure 5.38 The Klein Bottle House

Questions

As a class, discuss the concepts behind the design work of McBride Charles Ryan, using the following
questions:

1 What do you see when you look at the house? What does it remind you of?

2 What materials do you think the house is made from?

3 Do you think the house suits the context (location)?

4 What design considerations do you think the architects may have had to consider?

5 What factors might have affected any design decisions made?

Brainstorm a list of objects that could be used as a concept for your own house design. Generate a
range of ideas using development drawings that explore your chosen object as the basis of a concept
for a house. When generating ideas, find inspiration in historical design movements and incorporate
selected features into your design ideas.

Figure 5.39 A simple kitchen grater could be used as
inspiration or as a starting point when generating ideas

Environmental designers
The following Australian environmental designers may inspire you:
Randal Marsh (Wood Marsh Architecture)
Rebecca Naughtin
Virginia Mannering
McBride Charles Ryan
John Wardle Architects.

@ Viscomm Third Edition
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5.6 Three-dimensional drawing methods

To assist in explaining concepts and
drawings, an architect may also produce
three-dimensional drawings and/or models.
The drawings are usually produced in
perspective, may be coloured and are usually
produced digitally with the assistance of a
CAD program. The ease and accuracy of
digital methods means that manual freehand
drawings are not implemented as often for
presentations to clients.

Planometric drawings

Planometric drawing is a type of paraline
drawing (the other type is isometric, which
we covered in Chapter 4). Paraline drawings
are based on a set of three parallel lines.

When using the drawing system of
planometric, you have a choice of using

45" angles or 60°/30° angles.

Using the 60°/30° angles can planometrlc.drawm.g
atype of paraline drawing

.. . system for visually
Planometric is a drawing that representing objects

assist in lining up cube shapes.

is built up from the plan and is  three-dimensionally using
a very useful way to show the  recedinglines at angles of
interior of a building or room, 45°0r 30°/60°. In this study
we associate planometric
drawing with the field of
environmental design

as objects can be measured
directly from the floor plan.
When circles are drawn on the

top surface they stay as circles,
unlike on the sides here they are more like
ellipses.

A planometric drawing allows the interior
detail of a building structure to be visible.
This type of drawing method could be used
as a presentation drawing or as a means of

refinement.

Figure 5.40 Planometric drawing. By Lucinda Roberts
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INSTRUCT 5.1

A step-by-step guide to drafting in planometric

Step 1: Place your set square as shown and draw  Step 4: Place your set square at a right angle and

the height of your object.

Step 2: Using your 45° set square draw the two
base lines at the bottom of the vertical height
line.

45° y/°

Step 3: Next, measure the length of your object
on each of the 45° angle lines and the height of
the object on the vertical line.

45° 45°

One-point perspective

Architects use perspective drawing because it
is an easy drawing system that can be quickly
generated to present a potential idea. One-
and two-point perspective are commonly
used and two-point perspective drawing is
perhaps the most realistic way of drawing an
object or a building. One-point perspective is
very useful for drawing the interior of a room
while two-point perspective is often used for
drawing the exterior of a building. One-point
perspective drawings of room interiors can
be completed with detailed rendering using

Viscomm Third Edition
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draw in the sides of your object.

45° 45°

Step 5: Commence drawing in the top of your
object by placing your set square at 45° and draw
these lines from the top of the vertical line.

90" Q0

Step 6: Draw the final two 45° parallel lines to
finish. Erase any drafting lines.

90 90

pencil or markers. Software programs like
Google SketchUp will quickly allow you to
evaluate a design, while Adobe [llustrator can
allow precision and fine detail with endless
rendering possibilities.

An interior designer will use perspective
drawing to show clients potential concepts,
which may include furniture and soft
furnishings. Like architects, interior
designers plan space allocation and traffic
flow and they consider the purpose and
efficiency as well as the comfort and
aesthetics of interior spaces.
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INSTRUCT 5.2

A step-by-step guide to drafting a one-point perspective room interior

Step 1: Step 2:
// : \\
¥ s i /’// ; 5
Step 3: Step 4:

When drawing a one-point perspective interior, explore placing the horizon line and vanishing point
in different positions.
Two-point perspective

CHAPTER
THREE

Refer to Chapter 3 for information and a
step-by-step process of how to draft a
two-point perspective.
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Figure 5.41 One-point perspective drawing of room
interior

Figure 5.43 Two-point perspective drawings can
become playful when you draw above and below the
horizon line. Once you start, it’s easy to add more

spaces
CHAPTER 5 Design, place and time @

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.

Figure 5.42 The corner of the building faces the
viewer and the two sides recede back towards the
vanishing points in two-point perspective drawing. By
Michaela Rodas



5.7 Models

Like the three-dimensional drawings,
architectural models are also created to
assist in communicating ideas. A model
produced to scale can represent the design
and provide clients with a realistic feel for
the spaces being designed, or it may be used
to study aspects of the architectural design.
Models can be made from a variety of

Figure 5.44 Model
of administration and
commuter buildings
for a train station. By
Brigitte Kendall

Figure 5.45
Kindergarten design
addressing use of
outdoor space. By
Carolina Cocchis

Viscomm Third Edition
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materials such as foam board, polystyrene,
wood and even cardboard. These models
may also be used for communication with
other designers such as interior, landscape
and exhibition designers. Some models are
very sophisticated, and an architect may
outsource the production to a model maker

who has specialist skills.
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5.8 Design process

During this unit, you will undertake by design thinking with annotations to

an entire design process. There is no explain your process and thinking. As you
requirement to spend equal amounts of time ~ move through each phase, your process may
at each phase and you may revisit a phase if address the following:

required. Your process will be underpinned

Gather insights into the design problem through research

— Brainstorm ideas in relation to the —Mind mapping
communication need or topic

Research needs of stakeholders

— Look at the perspectives of the — Empathy mapping
stakeholders — Interviews and surveys
Visit the site

— Take photos, make notes and complete observational drawing
Be open-minded, suspend judgement and utilise divergent thinking strategies

Synthesise the data you have collected

Review, categorise and summarise information

— Use a matrix to find patterns or categories. Refer to Figure 5.50

Reframe the design problem with clear communication needs

— A SWOT analysis might help to further refine your design problem and needs
Establish your design criteria and transfer this into a brief as constraints

Write your brief or respond to one

—Need/s, target audience, purpose, context, constraints

Utilise convergent thinking strategies
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Gather and analyse your inspiration

Generate ideas through brainstorming

— Use schematic diagrams when working quickly

Utilise the design elements and principles when considering interior and exterior spaces and form

Draw and make

— Refer to Embark 5.7 — a design exercise with paper

— Use your visual diary, rapid ideation sketching

— Create low-fidelity prototypes to test ideas

— Use SCAMPER, Forced Associations

— Explore form, texture, colour, line, scale, contrast, pattern and balance

Create, recreate and experiment

— Workin 2D and 3D to understand the form

— Make a quick paper model and photograph from all angles. Use these photographs to assist in
drawing the floorplan and elevations

— If working digitally, save files to share different ideas with your peers and teacher

Use divergent thinking strategies
CHAPTER 5 Design, place and time @
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Critically evaluate ideas

— Use PMI, SWOT analysis, POOCH

— Critique a mock-up

— Refer back to brief and check that requirements have been met
Refine concepts

— Chose presentation formats

— Use feedback to refine ideas

Test, iterate, evaluate

— Refine use of methods, media, materials if making a model
Resolve final features & details

Utilise convergent thinking strategies

Figure 5.46 Schematic diagrams or drawings are commonly used by environmental designers, such as
architects, to map out an exterior or interior of a building or landscape. These types of drawings can help
designers to understand how different aspects of the design can fit together.

A design exercise with paper

Designing a house, building or structure
means that you will be working with form.
Why not consider using form to generate
ideas? Using different weights of paper,
cut, fold and tear shapes to create a variety
of forms. Photograph your constructions
and use them as starting points for the

generation of ideas. Figure 5.47 Paper forms Figure 5.48 Folding card
for inspiration to create form and look at
shadows

@ Viscomm Third Edition
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Figure 5.49 Development drawings used when generating ideas. At this phase of the process, use the design
elements and principles to extend ideas. For example, exterior surface textures, contrasting forms or asymmetrically

balanced constructions
POST MODERN

g
2
o
[°]
(1]
(7}
o
]
o8
«Q
=]
=
(0]
=1
(1]
Q
~+
()
=]
o
=
(1]
(2}
T
o
=
o
-+
o
=+
=
(1)
-+
3
o
()
=]
o
=
Q
(7]
®
=
2
=
0
=y
-
-
3
Q
o
(1]
"~

AUSTRALIAN
TVNOILVNYALNI

Figure 5.50 A matrix can be used to help find patterns and synthesise your research findings
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i

Interactive

Chapter review and tasks

Summation

This chapter has shown how design is influenced by time and place and, in turn, how design can
influence factors including economic, technological, cultural, environmental and social contexts.
Design can influence and change the behaviour of people as evidenced by circular design methods.
When completing a design process in environmental design, it is important to embed human-centred
design approaches to ensure that your design work benefits all stakeholders, including our planet.
Environmental designers use technical drawing conventions as a common language to communicate
important information. Specific drawing methods including isometric, planometric, perspective and
floorplans and elevations are used to depict concepts. When working through your design process,

it is important that you engage with the design elements and principles, as these are the building
blocks of your design work. A solid design process will include divergent and convergent thinking
strategies with annotations.

Multiple-choice questions

1 Whatis the technical drawing method used
in this drawing (right)?
A perspective
B orthogonal drawing ” I
C elevation
D planometric § L

2 Aprojectionlineis:
A aline that extends from the edge of the object
B aline that includes dimensions
C aline that shows part of a roof structure
D aline that shows internal detail

3 What would be the purpose of this model
(right)?
A toinform
B toadvertise
C toguide
D topromote

4 Which of the lines listed below are used to show a centre line?
A thin even dashes
B chainline of alternating long and short dashes
C thin solid line
D red thin chainline

@ Viscomm Third Edition
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Mini task: Groninger Museum in the

Netherlands

1 Research architect Alessandro Mendini.

2 Research the history of the Groninger
Museum in the Netherlands.

3 Can you attribute a design style to this
museum? Describe how this style is
addressed.

4 Describe the current form and use of
materials.

5 Mendiniinvited three guest architects to
design pavilions for the new Groninger
Museum:

Italian designer Michele de Lucchi
French designer Philippe Starck
Austrian design firm Coop Himmelb(l)au. Figure 5.51 The Netherlands, Groningen: The

Find images of the three pavilions and describe  Groninger Museum is a museum of modern and

how they respond to the context of site andthe  contemporary art

existing museum buildings.

Extended task: sculptural wall
Using inspiration from a historical design movement, select a context and design a sculptural wall
for either an interior or exterior space.

Ol
DISPLAY OF SPINE
ENTIRE SPINE STRUCTURE STRUCTURE

1S FOAM CONSTRUCTION COVERED IN

GLACIER WHITE CAST

e — ON THE WALL
:

BLUE ILLUSION IS A MOVING IMAGE/'GIF’ PROJECTED ONTO THE BACK OF THE WALL ALLOWING
FOR MOVEMENT TO FOLLOW THE FORM THE SPINE STRUCTURE

(SPNE FORM DRAWS OUT
FROM THE WALL BECOMNG
ACOUCHSTRUCTURE ~ ~

TOWARDS THE LEFT)

7

@“ indoor plants used within room to add warmh/earthy tone of the disco
in brunswick

B ol UNPOLI FLOORS THAT WERE
S i IN THE BUILDING: ENABLES MAINTENCE OF ‘INDUSTRIAL FEELING'

Figure 5.52 Sculptural sound proofing wall for a nightclub. The sculptural wall also acts as a seating area and is
inspired by 1980's disco movement. The blue and white background is a moving image that was projected onto

the model created by the students. By Carolina Cocchis

CHAPTER 5 Design, place and time @
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Essential question — Unit 2, Area of study 1
How does design reflect and respond to the time and place in which it is made?

VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 27

After reading this chapter, break into small groups and complete the following task.

Task
Create a digital presentation with both written and visual information that answers the essential
question for this Area of Study.

Use the following template to assist in collecting your information.

How Aoces Aesign
veflect the time
o ¢ vecovd notes heve
and place it is

wmade?

How Aoes Aesign

A to the H
FEEE 1 _e .lme # vecovd notes heve
and place it is

wmade?

VCAA assessment
Unit 2, Outcome 1

On completion of this unit the student should be able to present an environmental design
solution that draws inspiration from its context and a chosen design style.
To achieve this outcome the student will draw on key knowledge and key skills outlined in
Area of Study 1.
VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 28

THE PORT FAIRY SHEARWATER BIRDS

Griffiths Island is a small island located in Port Fairy, Victoria. The island is connected to the mainland by
a small causeway which allows the public to access the island, including walking around it. The majority
of the island is covered with the breeding burrows of shearwater birds (Australian mutton bird). The
birds leave their burrows each day to feed and return at dusk to feed their chicks. Along the track there
is a public viewing platform where people can stand and watch the birds come in.

Viewing platform for wildlife area

Brief

Due to the increase in tourist numbers in the area and the growing interest in the shearwater bird’s
colony, the existing platform needs to be upgraded.

Your brief is to update the existing shearwater viewing platform on Griffiths Island.

Your design is to be sympathetic to the landscape of the island and allow visitors to view the
shearwater birds coming and going from their burrows at sunrise and dusk. As part of your
research, look at past design styles and examples of existing viewing platforms.

Viscomm Third Edition

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.



Constraints
Use the existing site measurements.
Ensure materials relate to the local environment.
Include seating and wheelchair access.
Allow clear viewing of the birds in the sky and as they enter their burrows in the ground.
Include pathways to enter the platform.
As part of your research, look at ocean-like concepts; e.g.: the nautilus shell, the form of
the cliffs.
Include pattern and asymmetrical balance.
Include an area to display information about the shearwater birds and the colony.
Ensure a clear relationship with a selected design style is evident.
In your research, take inspiration from a range of cultures, including Indigenous designs.

Tasks

Working through the four phases of the design process, design a viewing platform that meets the
needs of the brief.

Your final presentation needs to include:

1 Adimensioned floor plan, with elevations using appropriates drawing conventions.

2 A perspective rendered drawing to show a 3D view using appropriate drawing conventions. This
drawing may be black and white or coloured. This task may be completed digitally or manually,
or perhaps a combination of both.

3 Asite plan produced using planometric drawing. You should indicate the style/type of plants
and pathways. This task may be completed digitally or manually.

Griffiths Island Shearwater Viewing Platform

Platform Plan

/
W
e e o o ) e b \
Figure 5.53 The dimensions of the Figure 5.54 Viewing platform. By Charles Horne
existing viewing platform
Figure 5.55 Viewing platform.

By Chanel Xu

CHAPTER 5 Design, place and time
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Chapter 6

Cultural ownership and design
Unit 2, Area of study 2

How do designers evolve culturally appropriate design practices?

VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 28

KEY KNOWLEDGE:

ethical and legal responsibilities impacting the work of the designer, such as issues of ownership and
intellectual property

protocols for the creation and commercial use of Indigenous knowledge in design, including representations of
Aboriginal and Torres Strait Islander cultures

culturally appropriate design practices for the creation of personal iconography

characteristics and functions of design elements and principles

methods and processes used to generate and present original design solutions

terminology used to discuss and evaluate culturally appropriate design practices and solutions

KEY SKILLS:

describe the ethical and legal responsibilities of the designer and how such issues as ownership and
intellectual property impact design practice
describe and apply culturally appropriate design practices
analyse the work and practices of Aboriginal and Torres Strait Islander designers
select and use a range of appropriate manual and digital methods, media, materials and design elements and
principles to develop personal iconography
use divergent and convergent thinking strategies to generate ideas and resolve design solutions
use terminology aligned with culturally appropriate design practice
VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 29
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There’s a shift happening. There’s a fundamental change in mindset where Indigenous perspectives
and voices are seeking to be heard. But | guess the cautionary note is that when we are engaging with
Indigenous knowledge, those who are best able to speak to that are Indigenous voices.

J Henderson, ‘Powerhouse for change: Jefa Greenaway’, Indesignlive, 24 May 2022

OVERVIEW:

This chapter aims to get you thinking and asking questions about the history of Australian First Nations
designs, and the way that Indigenous culture has been presented, in past and present design. As a

young designer, it is important to develop an appreciation for the histories, practices and foundational
contributions of Aboriginal and Torres Strait Islander peoples to our Australian design identity. As discussed
in Chapter 2, acknowledging the work of others when used in our design process is morally, ethically

and at times legally our responsibility. In this chapter, the conversation continues where you will learn

about culturally appropriate design practices, including protocols for the creation and commercial use of
Indigenous knowledge. In this area of study, you will investigate and analyse how Indigenous artists and
designers represent their stories and communicate messages through symbols and icons. This investigation
will lead to designing an original graphic icon or suite of symbols that capture elements of your own identity
or life story. This chapter focuses on all stages of the VCD design process.
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Discover ; Develop : Deliver

Convergent Thinking
Critically evaluate ideas
Refine concepts

Test, iterate, evaluate
Resolve final features &
details

Choose presentation
formats

Divergent Thinking Convergent Thinking
Gather insights Synthesise data

Apply research methods Review, categorise and
Explore stakeholders’ summarise information
needs, perspectives & Re-frame & target problem
experiences Establish design criteria
Suspend judgement

Keep an open mind

Divergent Thinking
Gather & analyse inspiration
Brainstorm

Generate imaginative ideas
Draw and make

Create, recreate,
experiment

<swesssesesseceeooonooo-- DESIGN SOLUTION - ---

sewesssesleecceeooeoooooo o DESIGN BRIEF -----

VCD DESIGN PROCESS based on the UK Design Council Double Diamond model
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6.1 First Nations design — the first designers

Australian Indigenous designs are based in Indigenous designers are a minority
culture and connected to Country. within modern Australia’s design history,

C .. . including design campaigns, print and
Distinguishing characteristics of Australian .. B cesls baighs, pr .
. : . digital depictions. Although it is relatively
Indigenous designers include a response to : . .
. . easy to find information about the history of
Country using motifs, totems and symbols to . . . .
. . . Australian Indigenous artists, looking for the
communicate messages and using technologies, . . ) i
; stories of Australian Indigenous designers
processes and materials that have been around . ..
. . . can prove more difficult. Aboriginal cultures
for centuries. Designers are influenced by . . Jo.
. . in Australia are the oldest continuing
their personal and contextual region or place. . .
L . . cultures in the world (dating back at least
Design is often strongly associated with that .
.. . 50 000 years) and as design students, you
place and the conditions of the place. Design is
. . . should study the work of past and present
embedded with consideration of others and the . .
. . . Indigenous designers, because they gave us
land (including flora and fauna). Indigenous . .
. . i the first designs, the first architectures, the
designers were the first to think sustainably
. . . first products and the first messages.
and to think about the impact of design on

the environment.
| believe we need to find better ways

Sydney-based Yuwaalaraay woman, to acknowledge the Indigenous design
Lucy Simpson identifies the principles excellence that has long existed in the
of Aboriginal design as notions of home of the world's oldest, continuous
connectedness in materiality and living cultures. We should celebrate the
connections to place, complex and engineering genius of the Boomerang and
integrated knowledge systems, tradition sophistication of the Budj Bim aquaculture
and cultural practice, understanding systems in south-western Victoria, which
around care of country, and sustainability. predate the Egyptian pyramids.
Penny Craswell, ‘Design and Indigenous Dr Russell Kennedy, ‘Ten classics of
Australia: Lucy Simpson and Nicole Monks', Indigenous design’, The Conversation,
The Design Writer, 4 July 2016 19 July 2018

Figure 6.1 The Brewarrina fish
traps, on the Barwon River

in New South Wales. It is not
known when they were first
built, but they would have
been a dynamic structure,
affected by the river flow,

and altered by the Aboriginal
people over hundreds, or
thousands, of years.

@ Viscomm Third Edition
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6.2 Contemporary Indigenous designers

Iconic Indigenous designs and the first of its kind in Australia as it was
designers specifically dedicated to contemporary
The following designers and their iconic Indigenous design.

work featured in a significant exhibition
in 2018 called Blak Design Matters. The

exhibition, curated by Jefa Greenway, was

Each of these design works reflect the
culture of the times in which they were
created.

/ AN
Aboriginal Flag, 1971

Figure 6.2 The black represents the Aboriginal
people, the red the earth — a connection to land
—and the yellow, the sun, giver of life.

Designed by Harold Thomas, a Luritja man of
Central Australia
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Marcus Lee Design logo (symbol Cycle of Life opera cape, 1987
element), 1996

. L Designed by Bronwyn Bancroft, a Bunjulun
Designed by Marcus Lee, a Karajarri man 9 v v Juiing

woman

Figure 6.4 Hand-painted full-length cape,
i ) , ) featuring two human figures on the front and a
Figure 6.3 Logo design for Marcus Lee's design lizard on the back representing the journey of life

ractice iy
P of an Aboriginal woman and man

AN /" N\ /
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/
Qantas, Wunala Dreaming, 1993

Designed by Ros and John Moriarty (Yanyuwa)

AN

Figure 6.5 Wunala Dreaming was an
Indigenous-led project that celebrated Australia’s
rich pre-colonial culture /

/ N

Murri Totems environmental
sculptures, 2012

Designed by Reko Rennie, a Kamilaroi man

Figure 6.6 These poles are located at La Trobe

/ AN
Marlu Chair, 2015

The Marlu chair and other designs by Nicole
Monks, a Wajarri and Yamatji woman from
Sydney

Figure 6.8 The Marlu chair. A case study
on Nicole Monks can be found in Chapter 8
Courtesy of Australian Design Centre,

University’s Institute of Molecular Science

AN /

/ AN
G20 Summit Brisbane logo, 2014

Designed by Gilimbaa Creative Agency,
co-founded by David Williams, a Wakka Wakka
man, and Amanda Lear

620

G20 SUMMIT BRISBANE 2014

Figure 6.7 Then US President Barack Obama under
the G20 logo in Brisbane in 2014. Lukas Coch/AAP

AN /

Viscomm Third Edition
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/ N

Ngarara Place, RMIT University,
Melbourne, 2016

Designed by Jefa Greenaway, a Wailwan and
Kamilaroi man from Melbourne

Figure 6.9 Ngarara Place, RMIT, Melbourne. It won
anaward in the Victorian Premiers design awards

for Best in Category — Design Strategy in 2016
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INTERVIEW WITH A DESIGNER 6.1

Andrew Taylor

Andrew Taylor is the founder of Indigenous
fashion label Brothaboy, started as a hobby
in 2008 and established as a business in
midland Western Australia in 2012.

Andrew’s aim for the company was to

be more than just a clothing brand: his
organisation aimed to inspire Indigenous
students to finish Year 12, obtain business,
retail, design or multimedia nationally
credited qualifications, and to support and
enable meaningful and financially rewarding
careers in the fields of their choice.

As well as his work with Brothaboy,
Andrew runs his own digital design
business with an interest in designing First
Nations-inspired graphics for sporting clubs,
businesses, government and community
groups. Highlights include jersey designs
for major AFL teams, collaboration with
international shoe designs for Andl, digital
designs for football boot company Concave,
invitations to engage with international
mega star Professor Jimmy Choo, fashion
shows in Dubai and showcasing the
Brothaboy label in Jakarta at the Mercedes
Benz Fashion Show.

Melbourne Demons warm-up jersey
After being given the brief to design

the warm-up jerseys for the Melbourne
Demons, Andrew collected as much
information as possible from the client to
get an understanding of who the design was
for and the parameters for the design work.
The idea was to create a design that not only
represented the Indigenous players on the
team, but also the staff of the club which
included eight people in all.

Andrew’s research included finding out
where the players and staff were from in
Australia. Once he had that information,
he researched the different styles of art and

totems associated with each player and staff

members’ heritage from their home states to
draw inspiration from and influence the final
design.

By bringing the style of art from the players’
home states, he could tell their stories

more authentically and was able to create
something that brought the players together
visually; to bring many nations together

to form one, in the spirit of the game.
Andrew’s aim was to capture as many of
the different Indigenous language groups,
tribal groups and First Nations players

as they come together for the Melbourne
Football Club over the many years in the
competition. His approach to the design
was to incorporate the different symbols
and messages that are used for the different
totems in the players’ and staff members’
hometowns.

Figure 6.10 The 2022 Melbourne Demons special
warm-up top, designed by Aboriginal artist, Andrew
Taylor
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And1 basketball shoes

Opportunities and connections can provide
design pathways. When Andrew was
registering his son for basketball, and
organising his uniform and training gear, he
got talking to the person at registration. This
happened to be Peter de Rauch, the owner
and licensee of the international and global
company Andl, which had been enormously
influential in street basketball back in the
1990s. After conversations and connecting,
an opportunity was identified to get together
for a common cause. The project involves
Peter and Andrew collaborating where
Andrew’s designs will be placed onto the
templates of street shoes.

The template is the pattern of the shoe
including the sole plate, the top pattern
and everything else in-between, in which
Andrew will apply his surface graphics.

The target audience for this particular shoe
is kids’ sizes 1-7. Not many companies target
this age bracket, and yet in 2022 there were
approximately 8000 students in this age
group registered for basketball in Victoria.
There is a playful and basketball-themed
approach to the design work, which will be
applied to both basketball boots and casual/

running shoes.

Concave football boots

The football boot project, as Andrew calls
it, was a collaboration between Andrew and
footwear company Concave to develop the
first commercially produced Dreamtime-
inspired boots. The design was created in
collaboration with Jy Farrar from the Gold
Coast Suns, to recognise and celebrate First
Nations athletes, their heritages and cultures
and to acknowledge their contribution and
influence on Australian sport.

The message behind the design work is
‘togetherness’ and is shown through the
following story:

Oceantoland,

Our stories, our songs,
Passed on by Elders,
Sung for so long,
Written in the sands,
Sung through the lines,
It's our time to celebrate,

IT'S MY TIME TO SHINE.
Concave website, Accessed 25 February
2023

Figure 6.11 Concave football boots, and design for the packaging
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The design process

These days, Andrew’s process is mainly
digital as he has a huge library of digital
vector imagery that he has built over

the years as a designer. He uses Adobe
[llustrator for the program’s ease of changing
the scale of images and the application

of arranging his design work on different
presentation formats. He also uses Adobe
Photoshop to create imagery.

Andrew works a lot with primary shapes
and Indigenous colours of the land,
bringing in elements of totems and native
animals and plants, always aware that the
design must be versatile to be used on a
range of final presentation formats, print
and digital applications. Once the design

is final, Andrew will provide advice on
how the design will work on different
presentations, such as a poster or shirt. He
takes into consideration what type of fabric
or materials the design will be produced
and printed on. For example, rather than
have four different types of reds, he may use
a single red colour to keep the costs down
for the client. Andrew will usually create
three concepts for the client to choose from.
Visually, Andrew likes to put colours of
black, red and yellow as the backgrounds
with all of their logos, and a background
that is really texturised rather than a flat

yellow or flat red and then place Indigenous
shapes, symbols or textures through it
depending on whether the product is cool
enough and trendy enough to respond to the
target audience.

Permissions

If wanting to reference a specific style, a
totem or story, Andrew goes directly to the
owner of the knowledge to get permission,
which is usually a phone call. When
working on the jersey design for Melbourne
Demons, he had assistance in obtaining
permissions due to the large scale of the
project, specifically as permissions needed to
come from different parts of Australia.

Another example 1s the honey ants. Andrew
admired the work of an Indigenous artist
who had created beautiful works of honey
ants. Interested in using the artist’s work as
part of a project, Andrew contacted the artist
to explain a concept he was working on and
asked if he could borrow some of her original
artworks to use as part of his concept. The
artist agreed and shared their work. Andrew
acknowledges the work, and the artist gets a
commission every time an item is sold.

‘It's common sense ... acknowledge and
seek permission.’
Andrew Taylor

AOBSJASER

Figure 6.12 Andrew promotes his designs through his website, Facebook and Instagram name Brothaboy
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Questions for Andrew

Where does your inspiration come
from?

Andrew takes inspiration from history,
culture and Country. His inspiration
develops depending on the design brief and
the audience. He will also reference the
colours of the Aboriginal flag. Depending on
the project, Andrew will look for something
iconic that is trending and then transform
that iconic image into a red, black and
yellow artwork and put that onto a boot,
shoe or art. Bottom line, it has to be cool
enough that youth will want to wear it

What is one design challenge?

One of his challenges is taking the
Aboriginal flag or the Aboriginal colours
and making them look ‘cool’ next to big
brands like Adidas, Nike, Reebok or Puma.
Andrew is always looking for red, black
and yellow fashion items, such as shoes and
clothing, to wear to his many community
events. Andrew is fairly sure he isn't

the only Aboriginal person looking and
searching for the same thing. He will go to
Puma and pop into the search red, black and
yellow and sees what pops up.

Do you need to be Indigenous to apply
the colours of red, black and yellow?

Andrew gets this question a lot.

‘Hell yeah, wear it! If someone saw you
wearing it, they would be assuming

that you are an Aboriginal person or
know someone who is. It's a sign of
acknowledgement and supporting
reconciliation and the Indigenous culture.

@ Viscomm Third Edition

Can a student designer use Indigenous
styles?

Always acknowledge the influence or where
you are getting the information from.

‘There is always going to be layers of
permission, as a student you need to get as
close to the original source as possible.’

Designing your own personal icons -

tips from Andrew

- Look at your own story.

- Look at context (location). If Andrew 1s
doing a piece of art or design work, he
asks himself ... ‘Is this art from the land,
sea, air?’. If it’s from the air, he will use
associated colours as the background,
blues, greys and whites. Use colour as a
symbol.

. Ifyou find Indigenous artwork or design
work that you want to reference, it is
always better to do your ‘own style’
version of it. For example, Andrew
currently loves bright and fluro colours
and textures and uses these to create his
own style.

- When researching Indigenous artists
or designers, look at their style and
draw inspiration; however, do your own
iterations.

- Find out as much as you can about the
Indigenous artist or designer — who are
their people, what are their totems, what
are they known for (what do they eat/
hunt?) From what you gather and read,
then, if possible, send an email to ask for
advice and permission to use something.



6.3 Ethical and legal responsibilities

Designers have incentives to protect their This can pose issues such as:
intellectual property through copyright laws « An Indigenous designer may use patterns
and legal and ethical obligations relating to in an artwork in 2022. These patterns
the use of design work. This hasn’t always may be original, but they are copies of
been respected when it comes to Indigenous patterns that have been reproduced for
artists and designers, including laws around thousands of years. Therefore, they may
ownership of cultural representations and not be seen as original in our current [P
appropriation. For example, read about David laws.
Unaipon in Case study 6.1. One important - Although some Indigenous designs are
issue 1s that our Australian IP laws do not literally thousands of years old, some may
protect the right for Indigenous peoples to be, under Australian copyright law, in the
own and control their cultural heritage. public domain.

David Unaipon 1909

15,884, 3 Sept. 1. Usaimw, BA
Classes 37.6; 80.1.
Mechanical Motion,

Htrmight line motion for shoep shears, #

A sliding and veciprocating arm oo ats

oam sarface and s pivetally  connected

ioving catter running in straight tenon.
Iseray -EEL-

In 2015, David Unaipon (Ngarrindjeri) was
inducted posthumously into the Design
Institute of Australia Hall of Fame. He died in
1967, the same year that Indigenous people
were finally recognised in the Constitution.
Unaipon was an industrial designer, who
registered over 19 provisional patents _
inventions during his lifetime, including plans N -
for a flying machine, similar to our modern-
day helicopter, and a modified handheld
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sheep-shearing tool. He is recognised for Figure 6.13 David Unaipon Figure 6.14 Drawing of ™
his contributions to both the Australian (1872-1967) Unaipon’s shearing tool
economy and cultural identity by being
featured on the Australian $50 note. As well as a portrait, his inventions are depicted as drawings in the
top right-hand corner of the $50 note.

1

Drawings of some of his inventions |

‘I may claim to be the fivst - but | hope, wot the —l
last - to produce am enduring vecovd of our
customs, beliefs and maginings.’
These ave the wovds that Unaipon wrote in
1924-25 as o preface to his moamuscript
Legendary Tales ofthe AJastralian Abovigies
which was wot publisheA under his name
|
|

until eight yeavs later.

Figure 6.15 David Unaipon is celebrated on the Australian $50 note
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Creative works are the intellectual property
of designers and therefore can be protected

oorer by laws of copyright and ownership rights.

TWO

Understanding the legal obligations of
working as a designer can assist in protecting
your own design work and assist you to
avoid breaching the rights of others. Several
forms of IP are recognised in Australia:
these are discussed in Chapter 2. In
Australia there are firm rules and guidelines
for the use of Aboriginal and Torres Strait
Islander art, design and media arts; however,
it can be difficult to locate this information
and guidance on how to interpret and

use it. The following two sources will
provide information about protocols for the
creation and commercial use of Indigenous
knowledge.

Australian Indigenous Design Charter
The Australian Indigenous Design
Charter: Communication Design
(AIDC:CD) was written in response to
requests from governments, professional
design associations, professional design
practitioners and buyers of design as
outlined below. The document is also
useful to design students. It was co-

authored by Jefa Greenway, whose
architectural design practice and projects
would make a good starting point when
selecting a design problem and undertaking
research into architectural practices.

The charter is designed to be a self-regulated
guide to professional best practice. It does not
claim to comprehensively address appropriate
representation of Australian First Nations’
cultures. The charter is a document that
encourages us to learn through active practice
by making informed, authentic and respectful
decisions and choices.

All the protocols discussed have significant
importance. Specifically, in regard to this
chapter, 1s the protocol of legal and moral
rights. Not only does this protocol encourage
the importance of respecting copyright, moral
and cultural rights, but it also encourages the
engagement of Indigenous designers. For design
students, this means whenever you can, engage
in conversation with the artist or designer who
created the work/s to allow for discussion and
interpretation of how the works will be used.
It’s simple: get a conversation going.

The charter is based around 10 points,
outlined in Figure 6.16.

Community
specific
Self-Aetevmined : S
: Deep listening
v E
Indigewous R
! i Aesign
Austvaliom Indigewous
Design Chavter
i Indigenous
implementation o ., kunowledge
Recownciliation Shavead
action plom 0 knowledge
Legal and
wovanl

Figure 6.16 The Australian Indigenous Design Charter is based around 10 points
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Protocols for using First Nations
Cultural and Intellectual Property
inthe Arts

The Australian Council for the Arts has
published a guide (latest edition 2019)
about the protocols for using First Nations
Cultural and Intellectual property in the
Arts. Although contemporary artists are
protected by copyright, there are no legal
rights around the broader reproduction and
use of Indigenous cultural heritage works.
This guide provides protocols for ways

of engaging with Indigenous materials or
works and interactions with Indigenous
communities.

Protocols differ from copyright laws. The
rights of Indigenous people to own and
control their cultural heritage are not always
protected by copyright laws, so this is why
the protocols listed in this document are
encouraged.

Indigenous cultural and intellectual property

refers to rights such as:

« traditional knowledge

. traditional cultural expression

. performances

« cultural objects

« human remains and tissues

« the secret and sacred material and
information (including significant sites)

- documentation of Indigenous peoples’
heritage.

As a young designer, it is your moral, ethical
and legal responsibility to acknowledge the
work of others.

When using or referencing Indigenous
artists and designers, you should consider
the following:

1 Representation — how are the people,
the culture and their work being
represented ? First Nations people should
be involved in every aspect of the design/
creative process. Engage with the artist
or designer where possible (email is fine).

2 Appropriation is theft — there are
examples of high-profile cases where
non-Indigenous companies have used
Aboriginal or Torres Strait Islander
designs, without permission, and in
some cases, directly copied artworks for
commercial gain.

3 Patterns and designs — do not use
patterns without understanding their
meaning. Even though developing a
pattern or design with an ‘Aboriginal look
and feel’ may not technically be theft, it

‘

* Australia 0(
Council
Austration Gevernmee | fOT the Arts

1s still unethical.

Protocols for using
First Nations Cultural and
Intellectual Property in the Arts

Figure 6.17 Protocols for using First Nations Cultural and
Intellectial Property in the arts

Jefa Greenaway

Jefa Greenaway was the first Indigenous architect to be registered in Victoria. He runs the architectural
practice Greenaway Architects with Catherine Drosinos.

Greenaway, with Rueben Berg, founded Indigenous Architecture + Design Victoria (IADV) in 2010 and
he is a co-author of the International Indigenous Design Charter.

He teaches at the Melbourne School of Design and has twice been represented at the Venice Biennale.
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6.4 Australian Indigenous iconography

The visual language of Australian Indigenous
people was, and is still today, made up of
symbols and icons. The meanings of symbols
and icons vary from region to region, culture to
culture, and have been handed down by word
of mouth and visual recordings. They have
been passed down through generations and

in turn have preserved their culture. Symbols
and icons were often used for ceremonies and
are significant to a community. Some are not
shared with the Western world. Some symbols
can only be used by men and some only by
women. The context of the symbols and icons
is very relevant: this includes styles of art and
painting that can only be found in areas of our

Karen Briggs

Karen Briggs is a Yorta Yorta woman, and an
illustrator, graphic designer and contemporary
First Nations artist. Watch the video at
https://cambridge.edu.au/redirect/10128,

in which Karen talks about using icons and
symbols to communicate messages and
meanings in her design for the South Australian
Leadership Academy and the Aboriginal
Frontline Leadership Program.

country. A familiar symbol is the U shape
which usually represents a person sitting on
the earth. A circle or a set of concentric circles
can usually mean a group of people coming
together.

On January 26th 2022 (known to some as
Australia Day, and to others as Invasion
Day / Day of Mourning), the Sydney Opera
House’s sails were lit up with the symbolic
design work of acclaimed Western Desert
artist and Pitjantjatjara elder, Yadjidta
David Miller. Miller lives in Pipalyatjara
in the APY (Anangu Pitjantjatjara
Yankunytjatjara) Lands of northern South
Australia. His bright graphic style included
symbols that told the story of the Ngintaka
Tjukurpa (Perentie dreaming story), a
giant lizard that steals a special grindstone,
stopping at waterholes and finding food
sources in his travels across the lands.

Indigenous symbols
Find out more about Indigenous symbols and
meanings.

A good starting point might be the website of
Japingka Aboriginal Art.

Figure 6.18 The sails of Sydney Opera House aglow with Yadjidta David Miller’s design at dawn on Australia Day 2022
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6.5 Personal iconography design

Trying to capture the essence of an object
or idea with only a few lines and at the
same time maintaining its elegance is pretty
much design in a nutshell. That's what's so
great about icons, they're tiny poems.

Kyle Tezak, ‘Iconic’, 2011

Icons and logos

Symbols and icons were the language
used by Australian First Nations people
for thousands of years to tell stories and
communicate messages.

An icon can be defined as a picture, image
or a stylised representation of a person,
object or even an action. They are often
made from simple shapes and/or lines and
sometimes only produced in a single colour.
Icons are used today in many design systems
as they help us to quickly navigate. A good
icon doesn’t need a language or a written
explanation, it 1s universal. Icons can be
used to explain a process, or identify a
function. Look at your keyboard to see the
icon for increasing the brightness of your
computer screen or the icon for command
function.

Icons are different from logos. Logos are
unique symbols used to identify a company,
brand etc., and are designed to stand out
from other logos. An icon is not used for
corporate identity, although a set of icons
can be part of a brand’s identity. Icons are
designed to inform and translate a function
and even a warning (e.g. ‘don’t touch’).
Icons shouldn’t provide content, rather they
direct users to it. A good icon is universally
understood and easy to read, like a road sign.

A good icon is scalable and designed with
simplicity. If you are creating an icon as

part of a collection or set, they should

work together by having the same style and
theme, which is easily addressed when using
the design elements and principles. For
example, using the same line style, having
icons filled with a solid colour or a pattern.

When designing personal icons, it 1s crucial to
understand and apply principles of ownership,
intellectual property and culturally appropriate
practices. This helps to ensure that the icons
you design are original, legally protected and
respectful to different cultures. Culturally
appropriate practices refer to designing icons
that are respectful and sensitive to different
cultures, taking into account cultural norms,
traditions and beliefs. Failure to understand
and apply these principles can result in legal
disputes, loss of reputation and cultural
insensitivity. By considering these principles,
designers can create icons that are original,
legally protected and culturally appropriate,
promoting respect and positive impact on the
communities they serve.

Figure 6.19 We don’t need words to explain what's
ahead
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CASE STUDY 6.4

Susan Kare

Susan Kare is the woman known for making the Mac computer
smile. From 1982-1985 she was the creative director at Apple,
where she was responsible for creating screen graphics for the Mac

computers. She designed many icons you would be familiar with :.: :.:
today and fonts based on bitmaps, such as Chicago. -
Her icon and font design work at Apple in the 1980s helped to F—.

establish the style of icons used as a navigational tool in a wide

range of software interfaces. Forty years on, the software may have

changed buticons are still present, and a lot of today’s icon styles =
and form owe a lot to Kare’s initial design work.

Susan’s distinctive pixel-based icons made the MAC interface more
friendly and targeted an audience without the technical know-

Figure 6.20 Susan Kare
how of computer schools — she had empathy. Her approach was designed the 'sad Mac' icon
Steeped in user-centred deSIgn which appeared if a hardware

or software problem was
preventing computer startup.

Creating icons

Table 6.1 Tips for creating icons

Leave out text and use imagery

Choose/create one style and use this consistently across all icons
if designing a set/collection

Create equal elements, such as line weights, shapes or balance,
where possible

7

Your icon shapes and lines should be connected — watch out for
those pesky end points that don’t connect

@ Viscomm Third Edition
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Align elements where required — use the align tool in lllustrator

If you have spaces/open areas in your design, make them even

Clean shapes — smooth out those anchor points

Use the Pathfinder tool to create shapes

Pathfinder
tools

Do you really need a shape to contain the elements of your icon?
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Do you really need colour? If you want to use colour, use it to
create hierarchy, a focal point or as part of connecting to a brand
and not to ‘colour in’

Scalability — make sure your icon can be scaled without getting
distorted

Useful tools in Adobe lllustrator for icon building

Discover the following tools in Adobe lllustrator to help you build

smooth and professional icons. ' N\

1 The pathfinder tool ’
2 The shape builder tool

3 The grids

4 Transform tools

Figure 6.21 An example of
using the shape builder tool
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EMBARK 6.1

Save anicon

The well-known Save icon, used
in many applications, represents
the 3.5-inch-thick floppy disk.

()

The floppy disk has not been
used for more than 10 years

(Sony ceased to make them
in 2011), sois the current icon Figure 6.22 Floppy disk — inspiration for the Save icon
obsolete? Students bornin the

twenty-first century might not even know what a floppy disk is.

Your task is to design a new icon that doesn’t rely on or represent any computer hardware because let’s
faceit ... it willbecome obsolete again as technology continues to evolve.

EMBARK 6.2

Messages with icons

Message sticks were used by First Nations people to share news such as ceremonial events and
community gatherings. The message stick was used to exchange information. Traditional message
sticks were made from wood and were generally small and easy to carry. They were carved, incised and
painted with symbols and decorative designs that conveyed a message and information. The message
stick is one of the earliest forms of communication.

Our subject is called Visual Communication Design. Our subject is about messages through design.

Identify a personal story or message to share and think about who you would like to share this with, your
target audience. Then design a set of icons or symbols using the design elements and principles to

communicate it. Figure 6.23 Create a totem or message stick with
You might: personal iconography
. My message: Symbols and patterns of my family heritage and current life.
Share your herltage Triangles = things Tartan pattern from my
' hat h inthree father’s side.
Share a recent ho||day Wid Geese that happen in three father’s side.
. . associated with
Tell the story of key events in your life. my mother’s rish

background and
maiden name

Your final product is to be presented as a banner
or as a contemporary sculptural post. An example
has been provided for you, but you are encouraged
to think of other ways to display your solution.

Tasks

1 Identify a message or story to
communicate and the target audience to share with.

Investigate the purpose of the message stick and how it was used by First Nations People.
Write a list of icons and patterns that you will need to create.

Use brainstorming to generate a range of ideas for your icons.

Use divergent thinking strategies such as SCAMPER and forced associations.

Develop ideas using the design elements and principles. For example, experiment with line
thickness, colour, cropping, contrast, and figure ground.

Share your ideas with your peers for feedback.

Refine ideas using convergent thinking strategies.

9 Create youricons digitally or manually using fine liner, markers or strong colour pencil.
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Chapter review and tasks

Summation

The history of Australian Indigenous design is not as well documented as Indigenous art and the
two disciplines can be difficult to separate. For example, it can be argued that the artist Tommy
McRae was in fact a communication designer due to the way that he documented Indigenous
cultures in the mid to late 1800s. Although contemporary Indigenous designers have IP rights to
protect their work, we have learnt that not all historical cultural heritage works and materials are
protected. We should be reminded of this each time we look at our $50 note, which features David
Unaipon and the drawings of his inventions.

It is our moral and ethical responsibility to acknowledge all works that we have not created, even if
they are only used as a reference point.

Icons are a powerful communication tool that when designed well, represent a common visual
language to effectively instruct, inform, identify, improve visual interest and are often part of a
brand strategy. Icons, symbols and patterns have always been part of the art and design history of
our First Nations peoples.

Multiple-choice questions |

1 What makes a successful icon? [}
A symbolic
B comprehensible, scalable, and not cluttered Interactive

C provides content about the information
D single colour and two-dimensional
2 The Australian Indigenous Design Charter is based around 10 points. Select the answer that
refers to two of the points.
A historical and cultural beliefs
B community driven
C IPrights
D shared knowledge and Indigenous led
3 What Indigenous works and/or materials are not currently protected by IP l[aws?
A symbols and patterns on fabric
B toown and control cultural heritage
C icondesigns
D architecture
4 If you wanted to use an Indigenous artwork or design work as inspiration, what steps should you
take?
A Seek permission and engage in conversation where possible
B Change the work by 10% so that it becomes your idea
C Include the name of the artist or designer when using imagery in your own work
D Check that there is no copyright for the art or design work

CHAPTER 6 Cultural ownership and design @
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Mini task: iconic fairy tales
Select a fairy tale or fable and illustrate the story through icons. Your challenge is to tell the story
through only four icons, whilst keeping the narrative intact.

Figure 6.24 Little Red Riding Hood

Extended task: personalised playing cards

There are different theories on where the four suits in a deck of playing cards come from, including
that they represent four classes of medieval society or even the four seasons. Your task is to create
four personal icons that represent you. You may wish to choose to design a set of four personalised
icons for someone else or even your pet. The four icons will be used to replace the existing icons in
playing cards. Note that this task is not about redesigning the spade, club, heart or diamond icon.
Instead, you will be identifying your chosen target audience.

You will need to:

Identify your user

Collect research on their background — create an audience profile

Synthesise your research to find four ways to represent or identify your target audience
Take each of these four directions and develop as anicon

Submit your final presentation of icons on four different playing cards.

oV
24

Figure 6.25 Playing card icons for the four suits and alternative versions
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Essential question — Unit 2, Area of study 2

How do designers evolve culturally appropriate design practices?
VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 28

Answer the following questions in detail, using visual examples to support your responses.

1 What type of protocols are in place to protect the IP of Indigenous designers and artists?

2 Asadesigner, describe your ethical and legal responsibilities when it comes to using the work
of First Nations artists and designers. This could be in reference to using the work as inspiration,
starting points, part of your research or part of a design project.

VCAA assessment
Unit 2, Outcome 2

On completion of this unit the student should be able to apply culturally appropriate design
practices and an understanding of the designer’s ethical and legal responsibilities when
designing personal iconography.

To achieve this outcome the student will draw on key knowledge and key skills outlined in Area

of Study 2.
VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 29

Task 1: Culturally appropriate design practices

Investigate culturally appropriate design practices including Aboriginal and Torres Strait Islander
knowledges. Share your findings with a small group, referring to the essential question for this unit
— How do designers evolve culturally appropriate design practices?

Present your findings in an annotated report using both written and visual references.

Task 2: Time through icons

Design a set of icons that describes your day, a friend’s day or your pet’s day. When generating
ideas, remember to use culturally appropriate design practices, and to be ethically responsible in
your approach, especially if designing icons for someone else.

Step 1

1 Create alist of your daily tasks. Think of the list like a story.

2 Narrow the list down to 10 items. Each item will have an icon designed to represent the activity
or event. Think about whether you want your icons to indicate an object or an action. For
example, showing a bowl of cereal might be enough for breakfast whilst showing water in
motion from a shower head might be useful.
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Figure 6.27 First initial ideation sketches. By Finlay
Figure 6.26 List of activities undertaken by Cosmo Paatsch
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Figure 6.28 How will you indicate your idea? Through object or action?

Step 2

1 Draw your icons, refining the shape to create a design that is scalable, understandable and
not too detailed. What elements can be removed to create a simple design, which is still
understandable? Use divergent thinking such as SCAMPER. This step can be done in Adobe
lllustrator.

2 Select one or two icon designs to develop. This will save you time. Once you have found your
style, you can then apply it to all of the icons to create your set.

3 Share your icon ideas with your peers for feedback. Do you need to make changes? Use
convergent thinking such as a PMI to critically think about designs.

R TR RS

Figure 6.29 Icon drawings developed in Adobe lllustrator
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Rounded caps on the strokes

N to create a uniform design
L)

Figure 6.30 Look for the small things to create continuity in your design

Step 3
1 Implement changes from suggested feedback.
2 Develop designs further by looking at different styles.

You might:
look at outlines including different colours
fill colours
use patterns or gradients
use geometric or organic styles including hand drawn
Use 3D icons — look at examples of isometric icons.

Step 4

1 Create the rest of the icons needed for your daily timeline.

2 Critique time. Prepare your work by arranging icons as a set and share your work with the class
for final reflection.

3 Collect feedback and make any final changes.

Figure 6.31 Using the design elements and principles to explore different styles
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Chapter 7 .

Designing interactive experiences
Unit 2, Area of study 3

What is the role of visual communication in shaping positive and inclusive interactive
experiences?

VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 29
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KEY KNOWLEDGE:

the collaborative practices of designers working in the fields of user-experience and interaction design
aesthetic considerations and conceptions of good design relevant to the design of interactive experiences

the diverse needs of users when interacting with devices, systems and services .
the role of the brief in guiding the development of design solutions /
applications of the VCD design process relevant to user-experience and interaction design projects /
human-centred research methods used to identify interaction design problems and understand stakeholders

methods, media and materials used to visualise, test and present interaction design solutions /

appropriate design terminology

KEY SKILLS:

identify and research interaction design problems or opportunities

document an interaction design need in the form of a brief

apply the stages of the VCD design process to resolve an interaction design problem

select and use manual and digital methods, media, materials and design elements and principles appropriate
for the design of inclusive interactive experiences suitable for diverse user needs

present design concepts for critique, and both deliver and respond to feedback

annotate design ideas and concepts using appropriate design terminology to explain and evaluate design
decisions

test and evaluate the usability and suitability of design concepts

select suitable static formats for the presentation of a digital interface solution

VCAA, VCE Visual Communication Design Study Design 2024-2028, pp. 30-31



Interaction Design is the creation of a dialogue between a person and a product, system, or service. This
dialogue is both physical and emotional in nature and is manifested in the interplay between form, function, .
and technology as experienced over time.

John Kolko, Thoughts on Interaction Design, 2011

——

OVERVIEW

Interactions with digital technologies occur daily; some are designed so well that they appear seamless and
effortlessly become part of our daily rituals. Interaction design looks at the design of products and services
with a focus on the way that users will interact with them. The process is very much a human-centred design
process where designers need to understand the users and build empathy. This chapter looks at the design
of interactive experiences when interacting with devices, systems or services. You will define an interaction
design problem for a digital site or device and create a potential solution. Your process will be supported by
inclusive practices and divergent thinking strategies as you use methods, media and materials to visualise,
test and present interaction design solutions. This study does not require the production of a functioning
prototype. The content from Chapter 2 relating to good design and human-centred research methods will
be utilised when working through the design process. This chapter addresses new content including the
use of wireframes to explore relationships between aesthetic components of interfaces, as well as looking
at grids and layout to assist with composition and designing icons, symbols and pictorial representations.
Your design work will rely heavily on the design elements and principles and the Gestalt principles of visual
perception.

This chapter focuses on all stages of the VCD design process.
H

Develop Deliver
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7.1 What is interaction design?

Interaction design versus user
experience design

interaction design
interaction designers
contribute to larger user-
experience (UX) design
teams who oversee all
components and phases
of the customer journey

VCAA, VCE Visual
Communication Design
Study Design 2024-
2028, p. 17

user experience (UX)
design atermused to
describe the overarching
umbrella of using a
design process to create
an overall experience,
including interaction
design, branding,
usability and function of
aproduct

The terms interaction design and
user experience (UX) design are
sometimes used interchangeably.
UX design involves creating the
experience of using a product, and

interaction design is a subset of this.

UX design looks at the entire user
experience or journey, including
branding, design, useability and the
function. The interaction designer
considers the interaction between
user and the product, focusing on
the moment of use and how to
improve this experience.

INFORMATION
ARCHITECTURE

(Text, Video,
Sound)

USER EXPERIENCE DESIGN

‘NDUSTRIAL

HUMAN-COMPUTER
INTERACTION

Interaction design is an important part

of the user experience. If a user finds
themselves overwhelmed by the experience,
such as text-heavy information, complicated
steps, or long animations that they cannot
avoid, the design will fail, regardless of the
brand. Interaction design has its origins in
web and graphic design, with the role today
focusing on creating the elements on the
screen that a user might ‘swipe, click, tap or
type’. Interaction design is undertaken prior
to technical considerations such as coding
the working functions of the product.

DESIGN

Figure 7.1 Interaction design is part of the larger picture of user experience (UX) Design. Image by

Dan Saffer.
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The interaction designer

When working as part of a larger design
team, an interaction designer is involved
throughout the design process, working
collaboratively with other members of the
team including the brand strategist. Their
main practical responsibilities will include
wireframing key interactions and then
creating prototypes of these interactions.
The interaction designer needs to know
their target audience and what the goals are
for the project. They will probably sketch
wireframes, either manually, or digitally
using software or a web app. At this stage, it
1s common to work collaboratively to create
interfaces, especially if the project is large.

After completing wireframes, the

interaction designer will create a prototype.

There are several different ways that a
designer might create a prototype, and
these include manual and digital options as

well as low- and high-fidelity prototyping.
This is discussed further later in this
chapter.

One of the hardest parts of being an
interaction designer is the fact that this
field of design is constantly changing. Users
expect new and different

experiences and interactions wireframes a wireframe

that make the most of new is a type of drawing
technologies and current (manual or digital)
technique used when

trends. Interaction design e
designing the layout for

aninterface for a screen,
including a web page, app
or social media

is about communication,
and communicating ideas is
specific to the actual design

process undertaken by the
designer as they share their ideas during
wireframing and prototyping. Refer to the
Further reading 7.1 box for examples of
digital tools used to facilitate conversations
among professional designers.

Figure 7.2 Interaction designers work collaboratively with other key designers on larger projects

Digital tools

The list below shows some popular digital tools used by professional interaction designers to facilitate

collaboration and sharing functions.
Balsamig Mock-ups
InVision
LucidChart
Sketch
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You could also read the Human Interface Guidelines by Apple and the interface guidelines by Google.

CHAPTER 7 Designing interactive experiences
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7.2 Good design and interactive experiences

Not only are aesthetic considerations Good design:
important to the design of interactive . 1sinnovative
oo €Xperiences, but so too are the principles . makes a product useful
™o of good design that you learnt about in . s aesthetic
Chapter 2. - makes a product understandable

Implementing good design criteria from

1 Good Design Australia, the Victorian
Premier’s Design Awards, or using Dieter
Ram’s 10 principles of Good Design will

Vidlc.ao71 be fundamental when creating your design :
Dieter R.ams’ interactions.
10 principles

The list of Dieter Ram’s ‘less is more’
approach to design principles is listed below,
and explained in Video 7.1.

EMBARK 7.1

Good design and interactive experiences

is unobtrusive

1s honest

is long-lasting

is thorough down to the last detail
is environmentally friendly

has as little design as possible.

Good design is the design of inclusive interactive experiences suitable for diverse user needs.

Find an example of good and bad interactive designs, or use the two examples provided. Use Dieter
Rams’ good principles of design as assessment criteria to explain why these are good or bad examples.

Example Dieter Ram’s principles Explanation
Good example: Makes a product Why do you thinkitis a
understandable good example?
Figure 7.3 The Gaudi Experience — an
interactive exhibition about the history
of Barcelona, Spain that includes touch
screens to piece together and explore
history
Bad example: Use as little design as Why do you think it is a bad
- possible example?
Figure 7.4 The Social Tree interactive
installation in Singapore Changi Airport
@ Viscomm Third Edition
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Ellen Lupton: design as storyte"ing symbolic meanings in different cultures,

In Ellen Lupton’s book, Design is Storytelling, scientific research has shown that in the
she discusses narrative techniques and absence of other cues, colour can be used
tools to assist in creating more successful to direct people.

products, services and experiences. - When designing your interactive

experience, involve others — work with

She points out that we look for patterns fellow design students and the users.

in the world, and suggests that stories can Build empathy!

help users engage with our products and . Use empathic design

research (Deana McDonagh  story board
Q At the end of this area of study, you will has an excellent model, refer ~asequence of drawings

communications.

(can be manual or digital)

s design a proposal for an interface for a to Figure 7.6). that illustrate a set of
CHAPTER digital product, environment or service. As - Createa user proﬁle. that steps, or actions. Quite
part of your research, you will investigate looks at specific audience often used by designers
your users. With this information you will characteristics. inthe media and film
design the story (the journey or process) that Use the Gestalt principles gdus:try, th|sl§ype O(‘;
your users will undertake when using your to organise compositions. rawing can be use
. M inf : b h by VCD students when
demgn. ore 1nformation about the . )
designing and planning

Gestalt principles is found

Lupton’s advice and tools include: later in this chapter. 2;?2?3::;232?“8;:58
. What actiQns Will.you. include? Action . Use affordances — designers  including an app or J
‘C!I‘IVCS st<')r1(?s. Action 1s at the heart of create cues and pathways website.
Interaction . that guide the action of affordances the part

. Use storyboards or wireframes to
explain actions — how does the journey
start and end ? What will be the users’
focus? How much time is spent on each

of a design, an object or

interaction that provides a
clue as to how it operates.
Examples mightinclude a

users. These are called
affordances. For example,
the text messaging interface

; includes a keyboard and button, a slot or a handle.
component! _ a scrolling display. Some Focusing on affordances
« The rule of 3s — designers use three- smart phones still have in your design process

part structures to construct storles and means you may not need
instructions or labels to

identify it.

physical affordances such

interactions. Descrlbmg an action in as an on button or volume

three steps makes it follow a simple

controls.

journey. Many apps and websites often
offer users three choices at key points
such as ‘enrol’, ‘log in” and ‘ask me later’.
Refer to Figure 7.5.

« Use colour, light, textures and sound to
create moods and emotions for products,
services and experiences. Emotion,
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pleasure and intuitive functions are

crucial to the user experience. For

example, we respond to our emotions

when we turn to a social media app if

hungry or watch funny cat videos when
bored. Emotion is about values and what

we see as important and not important.

« Use colour to represent emotion and Figure 7.5 Rule of 3s: in this example - details, login,
actions — although colour has different register

CHAPTER 7 Designing interactive experiences
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Design WITH

Figure 7.6 Deana McDonagh empathic model for research

Don Norman’s three layers of user reflective. It is only later at the reflective
experience level that we forge with a product or service
Don Norman, author of The Design of over time. Try to infuse emotions into your
Everyday Things, divides user experience interactive experiences.

into three phases: visceral, behavioural and

VISCERAL

Design stivs an
immediate veaction

BEHAVIOURAL

S/ An action usevs take-
push & button

Video 7.2

Don Norman

discusses REFLECTION
emotional

design wWhat we vecall later

straight away

Figure 7.7 Don Norman'’s three phases of user experience: visceral, behavioural and reflection
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Gillian Crampton Smith and Kevin design academic Gillian Crampton Smith,

Silver: the five dimensions of who introduced the first four dimensions
interaction design and Kevin Silver extended the model with a

fifth dimension. Using these five dimensions

There are five dimensions that make up the will help you to develop an interaction in a Via

core principles of interaction design. These holistic way. Basics of

dimensions were created by interactive . .
interaction

design

Design intevactions thinking about |D Wovds:

o Think cavefully about text that helps to convey the vight aumount
of mnbovmation

¢ Can be used to lavel buttous, call-to-actions, communicate
mPormation

¢ Wovds must be straightforward amd succinct fov the user to easily
undevstama - it should communicate inbormation to the usev, but

@

Aow't ovevwhelm usevs with too mamy wovds

Design intevactions thinking about 2D visual representations:

¢ Graphical elements including typography, icons amd images ave
useful to supplement wovds

¢ Rewmewmber that some icous such as o tvash cam ave instamtly
vecoguisable amd associated with o function — Aelete ov empty

l

Design ntevactions thinking about 3D objects ov space:

o The ntevaction will be ow & Aevice ov plat-form. Think avout how
the user interacts with these, such as wovking on o Aesktop with &
mouse ov using a machine to swipe a cavd or phone to pay o bill.
Another example is a Aigital inPormation scveen i o cvowded
shopping centve

¢ Thinking about objects amd spaces amd how the user intevacts
with thewm will help you to communicate better with your user

Design intevactions thinking about 4D time:

¢ The time it takes for a video, sounds ov GIF to play

¢ Com help to track progress — how much lowger to complete
am ntevaction

¢ Coamn include am option to show time

o FeeAback loops
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Design intevactions thinking about SD behaviou:
¢ Action amA veaction
¢ To undevstomd how the usev intevacts
with the proAuct ov sevvice
¢ To ensuve the previous Pour Aimensions ave addvessed
» To create meaningful amd positive expeviences

N

Figure 7.8 The five dimensions of interactive design
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7.3 Usability

The success of interactive experiences can There are some factors that can affect

be summed into this question ‘Can users useability, including:

use the product, environment or service? . - Learnability: how fast can the user learn
Does it work? Focusing on the useability to interact with the design? Will they
of creative interactive experiences 1s give up?

fundamental to their design. - Flexibility: is the design inclusive? Are

there multiple ways to use it?

- Efhciency: how fast can the user
complete what they need to do?

« Error rate: how often will a user be likely
to experience an error?

- Error recovery: is it easy to recover from
errors? To backtrack?

. Satisfaction: how enjoyable is the design
to use?

O O O pS! t(}}lizig(i}ffign experiences can be created

There was an error installing « Usefulness: your design is for a genuine
the application need

- Usability: easy to navigate

- Findability: easy to locate information

+ Credibility: use honest information

« Desirability: leaves a positive impression.

You might use aesthetics, identity,
branding and design to achieve this

« Accessibility : information is intended for
everyone. Features may include screen
readers, colour filters, high contrast text,

captions or speech recognition
« Value: a good experience translates to a
higher value of the product or service.

SUCCESS

You have installed
this app correctly

@
O

Access to Low Vision Accessibility Symbol Audio Descripti D

o

Vialume Control Teleph Sign L

Assistive Listening Systems Accessible Print

Figure 7.9 Success and error message screen design Figure 7.10 Icons for accessible design

®
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®

The information Symbol Closed Captioning (CC) Braille Symbal Visually impaired
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The user Recovery Project (Case study 7.1, towards

Involving the user in the design process the end of this chapter). To successfully
c 1s an integral part of designing interactive target a user or audience, you need to be
oo experiences. This will initially occur when more specific than ‘the general public’ or
NNE - discovering the design problem and then ‘people who like animals’. Understanding
defining the communication need/s in a and empathising with your users is very
design brief. The involvement of the user useful in determining the direction that you
varies depending on the project and the will take your design work.

design team. Sometimes the user will Further information on the characteristics of

co-design a solution, as seen in the Bushfire target audiences can be found in Chapter 9.

EMBARK 7.2

Audience profile

Working in the design field of interactive experiences, you may find yourself having to design inclusive
interactive experiences suitable for diverse user needs. Creating an audience profile can help you find
categories or patterns for a range of users.

Complete the audience profile to help define the diverse needs of users when interacting with devices,
systems and services.

After you have completed your profile, write or sketch a scenario about how the user might accomplish
their goal through an interactive experience.

List chawvactevistics such as eAucation,
nationality, wovk histovy, hobbies,
Lamily life, wheve they live, social anad
cultural Lactors, and economic

Descvive the pevson —teachery,
student, gromdpavent, age, gender
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factovs
What ave Hheiv intevests What is their backgrouna
goals, Aveowms & Aesives stovy, past expeviences
How Aoes the pevson feel about Is tHhe pevsow am expevt ov o novice
the Aesigu problem? Auxious ov i the avea? What abilities Ao they have,
confident, excited ov voved? omd what obstacles Ao they face?

Figure 7.11 Putting together a collection of images and characteristics of the target audience can assist you in
maintaining focus during your design work.

CHAPTER 7 Designing interactive experiences @

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.



7.4 Development tools and techniques

Wireframing

A wireframe is a two-dimensional diagram
of a page’s interface for digital presentations
such as a website, app, phone interface

and they can be used for non-digital

presentations such as brochures and posters.

Wireframes focus on the composition
of layout, including allocation of space,
prioritisation of content and, in the case
of interactive design, the functionalities
available and intended behaviours of the
users.

Wireframes usually do not include any
styling such as colour, graphics or chosen
fonts. Wireframes are useful to show the
relationship between the multiple interfaces
or templates of an app or website.

Wireframes are helpful to:

« Show the paths between pages — provide
a guide for the navigation

. Identify consistent ways for displaying
information

Plan functionality in an interface
Prioritise content and space allocation
Provide a guide for navigation and
content.

Tips:

Keep them simple

Use colour to distinguish items or
functions — don’t colour in backgrounds
or icons at this stage

Leave out your images, instead use
shapes to the dimension of the intended
image as ‘space savers’ with an ‘x’
through it

Use only one generic font. Typography
design is not part of this phase of the
design process. Within wireframes you
can resize the font to indicate various
headings etc.

Wireframes can be created manually or
digitally (but rapidly)

Experiment with cutting up parts and
rearranging to create a strong and clear
composition.

Figure 7.12 A designer uses a template to design a layout and framework for a mobile phone. Working manually
allows you to cut and paste elements into different wireframes

Viscomm Third Edition
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Layout

Using a grid system can assist in creating a
balanced layout in your design work through
providing structure for your composition.
Grids are simply a set of vertical and
horizontal lines that are used to structure
the layout. The lines are used to place text
and imagery and are removed prior to the
final presentation. Grids can be used for
both printed material and online/screen-
based layouts such as webpages. Grids can
be used to create cohesion across a project
if there are several pages or screens as they
help designers position text and imagery in a
structural manner. Most software programs,
like InDesign and Illustrator, have grid tools
including a function called ‘snap to grid’.
There are many types of grids, including
manuscript grids, column grids, baseline
grids, modular grids and hierarchical grids.

Your phone homepage that shows the apps
has a modular grid. Instagram also uses a
modular grid to show your feed. As part of
your research, find out what the optimal
number of grids is for the device you are

Tellus Venenatis Ipsum Aenean leo
quam ornare
purus tortor
laoreet rutrum
faucibus dolor

o B = auctor,

'_.._”' b0 g

Pellentesque L
Consectetur Ultricies

= e
eﬂl

@
0
I @
llll

Amet Quam
Fusce Malesuada
- E

ECS¥ sg=

56.5% :
= -l-lll

working on. For example, a convenient

grid for mobile phone interfaces (similar

to the web) 1s a 12-column grid. This grid
allows you to place both an even and an

odd number of elements in a row, although
the width of individual columns can be too
small to contain a single element. T'wo, four
or eight column grids are also very useful,
but keep in mind there may be problems

if you want to place an odd number of

elements in a row.

Figure 7.13 A mobile phone uses a modular grid layout. A
12-column grid can be convenient when designing interfaces
for a mobile device, although note that you might rarely
create an element that will be just one column in width.

|||||I

.l
.alhdl

q

Adipiscing Etlam

g

Figure 7.14 A collection of modular grid page layouts. Note that some elements are placed across multiple

columns
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Gestalt principles: How to apply them
for interactive experiences

Q The Gestalt principles are discussed in

se  Chapter 3;1n this chapter we look at how

CHAPTER

e, they can be used to design better interactive

experiences. Why are they important to
interactive design? As a designer, you can
use the Gestalt principles to prevent your
users from becoming overwhelmed with
information — especially on the small screen

of a phone. The principles can help you
to create your hierarchy of information,
determine which items to group together

and ensure sets of information can be
distinguished from each other. They can

help you to direct your user’s attention Figure 7.15 Gestalt principles are about perception.
to a specific point of focus. The Gestalt We see the white square even though the corners are
missing

principles are used together, not in isolation.

Table 7.1 Gestalt principles of visual perception

Gestalt principles and interactive design

Proximity - Can be used to decide how to position elements in the
composition, such as adding space between elements if they need
to be perceived as different functions or actions. For example,
three icons with different functions placed close together so we

perceive them as three groups.
CONTACT FORM

Figure 7.16 An example of proximity where labels are placed close to their
respective text fields

Continuity - Providing an order to actions, such as the correct order to complete
an online booking form.
You might encourage users to swipe left to right providing more
intuitive navigation for your users.
If there are multiple components to your product, you want your
users to understand that there is more.

TR

Figure 7.17 The ‘click here’ button allows the user to know that there is
more content

@ Viscomm Third Edition
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Gestalt principles and interactive design

Closure - Ifincorporated well, parts, cropped or unfinished images will still
be identified by the users. The human brain knows how to fill in the
gaps that don’t exist.

Make it clear where one section ends and another starts or add in
additional elements such as a ‘continue’ button so that users know
there is more content.

Figure 7.18 Cropped images are one way to create closure for a specific
feature

Figure-ground - Your users will intuitively distinguish between the figure and ground.
We are not wired to focus on the figure and ground simultaneously.
This principle is helpful in navigation and dialogue boxes.

@
LET'S

TALKING!

Figure 7.19 Figure-ground — sometimes an empty ground helps to
emphasise other important elements

Focal points - This principle is about capturing our attention.
It helps with achieving hierarchy and helping to emphasise an action
that needs to be taken.
This might be done by emphasising type, a shape or colour.
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Loading...

L J

Figure 7.20 A loading screen can become a focal point in the design when
required. In this example, the focal point helps to emphasise one of the
five dimensions of interactive design, as discussed in this chapter on

page 217
CHAPTER 7 Designing interactive experiences @
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Similarity

When similar elements are perceived as being part of the same
group.

For example, menu items have the same style placed close
together to emphasise the same function.

Icons may be perceived as the same group because they are
designed in a similar way.

O
P>
P/ YN

- | USERNAME

B remember me Forgot password?

LOGIN

Figure 7.21 An example of similarity; all three functions are in the same
shape, but one is perceived differently because of the colour.

Common region

This principle is related to proximity.

When elements of your design are placed within the same closed
region, they will be perceived as part of the same group.

This principle is useful for separating content and can be done by
adding borders, shapes that contain elements or other forms of
grouping.

Enable Camera Location Access Notifications

Figure 7.22 Onboarding app mock-up

Viscomm Third Edition
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Icon design

Icons add visual emphasis to digital designs
and can communicate or identify an element
clearly. They are a useful tool when you have
a lot of content or need to break up text-
heavy content. They become part of your
visual language design. More information on
icon design can be found in Chapter 6.

Ways to incorporate icons into your
interactive design:
1 To signify key points or information
« Bullet points
« Numbered lists
- Tryicons instead of standard bullet
points.
2 Unique symbols
- Portray your brand identity further
through visual icons
« Use icons to show steps
- Add character or style associated with
the brand values.
3 Replace labels with icons
« Think about charts or diagrams that have
labels — try replacing these with icons
+ Icons allow the user to visualise the text
. A diagram or chart can look less
cluttered
+ Icons become supporting elements.

EMBARK 7.3

Animating icons

You are invited to test the ease and simplicity of animating anicon. Figure
7.23 provides you with examples of icons showing different types of
weather and times of day. Select one icon and redraw manually or digitally.
Note, if you use manual drawing in this activity, you will need to scan or
photograph your work as this activity does end up in a digital format.

After drawing the icon, use the icons in
Figure 7.23 as inspiration when making subtle
changes to your own design work. You will
need to create at least six alternations or
variations and upload these into one of the

websites below.

Figure 7.24 This icon was
created as an animated .GIF.
See the animated version by

scanning the QR code com.

ISBN: 978-1-009-33999-5 Patterson & Saville

4 Be consistent with your icon design
« There are many styles to choose from
when designing icons, including
flat, outline and 3D styles such as
isometric
« For consistency in icon design, start
with the following: style, colour and
size.
5 Icon style
+ Stick to the one icon style throughout
your project
+ The same style creates a more
cohesive brand
+ Use the same colour palette
« Size will determine importance. Use
the same size for elements of equal
importance and larger or smaller sizes
when required
« Consider using shapes to create a
uniform look around some of the
more oddly shaped icons
«  Explore adding a background to
create contrast.
6 Animation
« Try animating your icons. As these
are icons and not intended to be
viewed as a GIF or animation, keep it
simple and not too distracting.

Figure 7.23 Icons
showing weather and
different times of day

Creating a quick animation is straightforward and there are many free
online applications to help you.

Examples of free resources include gifmaker.net, imgflip.com and canva.

CHAPTER 7 Designing interactive experiences

© Cambridge University Press & Assessment 2023
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Icon styles

There are endless possibilities to designing

icons. The following ideas can be used as

starting points for your own work. These

ideas rely heavily on the design elements and

principles.

« Line — outlined or line icons, using one
colour and not filled in

Glyphs — filled in monochromatic shapes
that may appear solid
Coloured outlines — similar to line icons

as they use lines of the same weight to
draw a shape. Use colour to emphasise
the meaning/representation and to
express smaller details

Flat — no depth, flat and use 2D elements
that are minimalistic

Gradient — technique of blending colours
(think Instagram icon). Choose colour
combination carefully so as not to lose
your message

Dualtone — use of two colours, usually a
primary and secondary colour (secondary
colour 1s a lighter shade)

N,
[
_

it

[sometric — usually a two-dimensional
image drawn three-dimensionally on

30° angles. It is about playing with the
angles — bird’s eye view or from a corner
to imitate perspective

Hand drawn — hand-drawn icons that can
be coloured or black and white. Style can
vary depending on the aesthetic required.
Try black line drawings with a ‘lood’ of
colour underneath

Rounded — icons within a circle shape
Sticker — Draw your icon with a white
outline

3D — opposite to the flat icons
mentioned. If used well they are eye
catching. However, be careful: if too
many elements are included, they can be
hard to recognise or distracting
Animated — make them move! Can be
used to catch attention or to direct the
user to perform an action such as ‘scroll
down’.

Figure 7.25 Use the design elements and principles to explore different styles for your icons

Viscomm Third Edition
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'EMBARK 7.4

Thematic icons

=

Figure 7.26 shows a Pokemon-themed set of iOS App icons.
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Figure 7.26 Pokemon custom designed iOS app icons. By Clint Hess

Select atheme and use it to redesign the icons on your phone.

7.5 Using the VCD design process model for
interaction design

You can use the VCD design process to identify ~ projects using human-centred research
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interaction design problems, understand methods. Tables 7.2-7.5 show steps you can
stakeholders and create interaction design take for each phase of the process.
Discover
Table 7.2 Suggestions for the Discover phase in interaction design
Collect insights - Brainstorm or mind map the design problem wayfinding
and data - Brainstorm and create checklists for research directions the process or
Find examples of existing interactive design and analyse activity that helps

people find their
orientation, their
current location

Create a list of questions about the use and requirements of the
product or service. Find answers to these questions as part of

your research. Refer to Embark 7.5 or directions for
Identify the - Use human-centred research methods such as: following a route.
. Designing a
needs of the — observing people .
, o wayfinding system
stakeholders — interviewing users is a worthwhile and
— examining existing solutions relevant project to
What does the client need? App, online ordering interface for a undertake in the
website, a way to connect friends? Directions? Wayfinding? study of VCD
CHAPTER 7 Designing interactive experiences @
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Use divergent - Refer to Chapter 2 for examples of divergent thinking strategies
thinking useful for the Discover phase of the design process

Strategies might include:

— brainstorming

— mind mapping

— empathy mapping

— interviews

— surveys

— matrix.

EMBARK 7.5

Plan your research

Create a list of questions before commencing your research. What do you want to know? For example:
What content do you need to include?
Do you need to include imagery? Will you take your own photos?
Will the user need to use their mouse, finger, or stylus to directly interact with the interface? Will
they push buttons, drag and drop across the screen?
How can you use appearance (colour, shape, size, etc) to give the user a clue about function/s?
What information will you provide to let a user know what will happen? Labels? Buttons? Icons?
Do you need error messages?
What feedback does a user get once an action is performed?
How can you make your design inclusive? Consider font size, icons and colour schemes.
Do you need an animation?
How can you use the Gestalt principles of visual perception to create a clear composition?
What is already known about the problem at hand?
Are there any existing interactive experiences that aim to solve the problem?
How do users respond to these existing interactive experiences?

Define

Table 7.3 Once you have collected information to unpack the design problem, it is time to Define
Synthesise collected - Referto Chapter 2 for examples of convergent thinking strategies
information using useful for the Define phase of the design process
convergent thinking - Strategies might include:
strategies — SWOQOT analysis
Analyse your research so — The five whys
that it makes sense — PMI

Reframe the design problem
— Narrate a story of how someone might use the product or service
— Break down the user’s steps

Write a brief that - Include the communication need/s, target audience, purpose, context
identifies the client, and constraints

communication need, - Keep in mind that the client may not know what they want as a final
purposes, context solution at this stage. This may be decided during the design process
audiences and - The design brief will become an important document that is continually
constraints referred to, to ensure that the users’ needs are met. The contents

of the design brief, especially the constraints and expectations,
become a form of assessment criteria that can be used when thinking
convergently to make design decisions.

@ Viscomm Third Edition
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Develop

Table 7.4 In the Develop phase, you use inspiration from a wide range of resources collected during the Discover

and Define phases to generate ideas

Brainstorm ideas using both
words and images

Generate ideas using rapid
drawing methods and
annotations

Use divergent thinking

Think about the visual
language (refer to Chapter 3)
that will sit behind your work

Experiment with design
elements and principles,
including the Gestalt principles
of visual perception — Refer to
Table 7.1

Develop ideas and selected
concepts

Deliver

Refer back to your research as starting points for a brainstorm
Once completed, circle the ideas that are most relevant to the brief
or the ones that inspire you

Use rapid sketches to ideate
Annotate as you go to explain ideas and record next directions
Draw and make, create, recreate and experiment and do this again

Leave behind preconceived ideas
Strategies that might be useful include SCAMPER, forced
associations

What typefaces will you use?
What other elements do you need to include, such as icons, labels
or sound and animation?

Think about the design elements and principles — how can they be
used to create a unified design?

Create wireframes to assist with ideas for layout

Use a range of media, materials and methods to develop a space or
interface

Low-fidelity prototyping to visualise ideas.

Table 7.5 In the Deliver phase, you critically reflect and refine design concepts and use appropriate formats to
present finished solutions in a static format

Refer to the brief

Critique work and use feedback and further

iterations

Select best presentation format
Refine use of methods, media and materials
Use design elements and principles to resolve

final features and details.

Create final solution for presentation

Convergent thinking

Resolve final features

Use details in the brief as assessment criteria

Low-fidelity prototyping to give users an
idea of what the product looks like and how it
functions

Let users test the product

Use feedback to make changes and further
testideas

Refine the concept with most potential
Further testing, iteration and evaluation
Create mock-ups and prototypes

When reflecting and evaluating ideas,
strategies can include

— SWOT analysis

— surveys

— POOCH and PMI

Refine methods, media and materials
Refine the elements and principles
Ensure all feedback has been addressed.
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A good design example - Bushfire Recovery Victoria

In 2021, Bushfire Recovery Victoria (BRV), Symplicit and Services Victoria won the Victorian Premier’s
Design Award for Service Design. An important part of the criteria for this award was that the design
needed to improve the users’ experience and enhance interaction between the service provider and
their customers.

After the 2019-20 eastern Victoria fires, Bushfire Recovery Victoria recognised the need for a more
efficient way for people to access support during and after the disaster of fires. Symplicit co-designed
a portal to let people manage all the services in one place, including applications for support payments,
housing, property, finance, health and wellbeing, children’s services, legal aid and insurance.

Symplicit worked alongside stakeholders to co-design a better solution for people affected.

Their human-centred research methods included stakeholder workshops, co-design sessions, Top
Tasks surveys (evidenced-based), heuristic evaluations and user testing. They mapped people’s
experiences from life before the disaster through to early, mid and long-term recovery. They created
user stories to ensure that their design was inclusive, catering to the needs of different stakeholders,
including the ‘inundated survivor’, the ‘self-isolator’, the ‘collected recoverer’ and the volunteers.

Symplicit used the Victorian Government human-centred design method: Discover, Define, Develop
and Deliver (Double Diamond). They used design thinking strategies along the way to help with each
phase of the process including:

Align and Discover - literature reviews; research from disasters, BRV and other government

agencies to empathise and identify gaps; meetings with community members; citizen experience

pre and post disaster

Define — experience maps (people’s stories), top task analysis

Develop - created a future vision for specific stakeholders

Deliver — co-designed a citizen-centred solution presented with design artefacts and prototypes.
Find out more about the award-winning digital service at the Premier’s Design Awards and Symplicit
websites.

A human-centred approach
Symplicit undertook a human-centred
design process where they considered the
needs of the bushfire-affected citizens.
Phase 1 of this process included mapping
the needs of the citizens.

This included:

» their movement around their homes

¢ mental health

» types of financial they needed.

Figure 7.27 Symplicit undertook a human-centred design process

@ Viscomm Third Edition
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Chapter review and tasks

Summation

Designiis all around us; in the products we use, the services we employ, and the environments we
live, work and play in. Interaction design is about creating effortless and meaningful interactions
between people and the products or services that they use. Interaction designers work
collaboratively as part of a user-experience design team. They employ human-centred research
methods and utilise principles of good design to meet the needs of their users. Communication
needs are more than designing an interface for an app. Designers can be asked to create solutions
for interactive information at museums, galleries, online booking forms or the digital interface of
an information panel in a lift. Interactive designers design for experience and this starts with the
people, not the technology that sits behind it.

Multiple-choice questions
1 Identify the dominant Gestalt principle.

A similarity . . /[}
B focal point . .
C proximity . . Interactive

D common-region
2 Identify the dominant Gestalt principle.
A focal point
B similarity
C proximity
D common-region
3 Identify the dominant Gestalt principle.
A proximity
B similarity
C focal point
D common-region
4 |dentify the Gestalt principle.
A common-region
B similarity
C focal point
D proximity

Mini task: Gestalt principles of visual perception
Three of the Gestalt principles of visual perception are figure-ground, continuity and closure. Use
any of the shapes below to illustrate your understanding of these principles.

HO= ¥

Complete your responses by drawing 15 x 15cm square boxes in your visual diary. You may use

colour to assist in emphasising the principles.
CHAPTER 7 Designing interactive experiences @

ISBN: 978-1-009-33999-5 Patterson & Saville © Cambridge University Press & Assessment 2023
Photocopying is restricted under law and this material must not be transferred to another party.




Extended task: pixels and icon design
Susan Kare was responsible for designing the unique icons, typefaces and other graphic elements
that helped brand Apple Macintosh in the 1980s.

Her icon designs for Macintosh included the smiling computer at start up and the famous ‘hello’, a
trash can for unwanted documents and the computer disk for saving files. These icons are instantly
recognisable and are still used in some form today.

Your task is to design a set of six icons based on Susan Kare’s 1980s work, using a grid format.

1 Research the icon design work of Susan Kare.

There are many interviews, article and videos

available online.

Decide on a theme for your set of six icons.

3 Using grid paper and pencil, fine liner and
markers, work manually to design a set of icons.

4 Complete your final designs using a digital
application.

N

Figure 7.28 Initial ideas on grid paper

oy X X1

1 % % %

Figure 7.29 Ideas developed further in Adobe lllustrator

llo
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&
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Essential question — Unit 2, Area of Study 3

What is the role of visual communication in shaping positive and inclusive interactive
experiences?
VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 29

School canteen and infinity diagramming
Your school canteen would like an online ordering system for students, clients and, on occasion,
the wider school community (functions and events).

As a starting point, you are required to brainstorm ideas as a class and use an affinity diagram to

synthesise your findings. Affinity diagrams are useful for making sense of large amounts of data

and for organising ideas generated during ideating sessions. You can create an affinity diagram on

your own; however, the process is more valuable if completed as part of a group.

1 Asaclass, use brainstorming to ideate ways that visual communication can create a positive
interactive experience.

2 Asaclass, brainstorm to ideate ways that visual communication can create an inclusive
interactive experience.

The affinity diagram process:

1 Each member of the class writes down ideas on post-it notes (or small pieces of paper) — one

idea per piece of paper.

Put all post-it notes up onto a wall, white board, or large table.

Choose one post-it note at random and make it the first of a first group.

4 Select another post-it note and ask ‘is this similar to the first one or different?’ Place it
underneath the first note if similar, or start a new group if different.

5 Continue working through the post-it notes, placing similar ideas together and starting new
groups where necessary.

6 Feel free to change post-it notes as you work through - that’s why you are using post-it notes
or pieces of paper so that you can make changes.

7 You will see patterns and themes emerge as you create your affinity diagram. Working as a
group, you will be able to better understand the scope of the problem and share ideas for
starting points.

8 Discuss the groupings, cluster the groupings or create super groups if needed!

W N

Presentation

Individually, use the affinity diagram to answer the essential question.
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VCAA assessment
Unit 2, Outcome 3

On completion of this unit the student should be able to apply the VCD design process to
design an interface for a digital product, environment or service.
To achieve this outcome the student will draw on key knowledge and key skills outlined in Area
of Study 3.

VCAA, VCE Visual Communication Design Study Design 2024 2028, p. 30

Digital interface
Tasks
1 Select a design problem. You may wish to choose one of the ideas below:

Menu app for a restaurant
Takeaway/home delivery app

Online booking form for a cinema
Website interface for booking your pet
into the vet

Well-designed checkout process for an
online retail store

Digital wayfinding for a new digital music
service

Digital interface for aliftin alarge
building. To include information about
facilities or exit locations on each level
Store level locator — large shopping
centre .. where am | now?

Navigation bar for a sporting
organisation's website

Florist delivery app

Pet delivery (from kennels to your home)
Pet grooming business

Running app .. how long, how far?

Yoga app

Music app

Initial interface and landing pages for a
game

Online booking app for a festival

Pet minding service

Sign-in app for a video streaming service
Interactive wall experience at a gallery or

children’s exhibition at a museum.

2 Research the problem using human-centred research methods including research on the user
and similar products or services. What opportunities are there for new designs? Use divergent
thinking to assist you during this phase.

3 Write a brief that includes information about the communication need, the user, purpose,
context and constraints. Use convergent thinking to help you define your problem and the
communication need/s.

4 Use the phases of the VCD design process to
resolve an interaction design problem.

Refer to pages 227-229 of this chapter for
advice.

5 Generate ideas using manual methods and
media and materials including wireframing
and divergent thinking strategies. Refer
to Gestalt principles of visual perception
when designing composition and arranging
elements.

6 Develop concepts further using digital

Figure 7.30 Pavilion Gallery, London, 2022. As part
means. Take wireframing ideas and produce  of London Design Festival INTO SIGHT, a life-sized

low-fidelity digital prototypes. media platform was installed, where Sony Design

7 Share and critique prototypes withinagroup  Played sensorial effects. The design included visual
to obtain feedback and audio dimensions that continuously evolve

through the interactions of guests.
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8 Use convergent thinking to select and refine, specifically tweaking design elements and
principles as well as the smooth useability of the design.

9 Refine the selected concept further and create a high-fidelity prototype. Invite user/s to
interact with the design and collect feedback to test and evaluate the usability and suitability of

design concepts.
== ==
E—m
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10 Create the final presentation using one of the following formats:
Presentation board

Story board
Concertina folded presentation.

What might your interactive experience include?
checkboxes - toggles
radio buttons - textfields
dropdownlists - date and time pickers
list boxes
buttons
dropdown menu
What about how your user navigates?
search fields
tags
sliders
icons

What about information components?
progress bars
notifications
tool tips

Contextideas

Figure 7.33 Screen for a
digital wayfinding map

Figure 7.32 Information display, touch-screen digital

Figure 7.34 Information
display

kiosk
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Unit3
Visual communication
in design practice

AREA OF STUDY 1

Professional clesign practice

OUTCOME: On completion of this unit the student should be able to
compare the ways in which visual communication practices are used
by contemporary designers, using research methods and practical
exploration.

AREA OF STUDY 2

Design ana|ysis

OUTCOME: On completion of this unit the student should be able to
compare and analyse design examples from selected field(s) of design
practice, describing how aesthetic considerations contribute to the
effective communication of information or ideas.

AREA OF STUDY 3

Design process: clefining pro|o|ems and deve|oping ideas
OUTCOME: On completion of this unit the student should be able to
identify two communication needs for a client, prepare a brief and
develop design ideas, while applying the VCD design process and design
thinking strategies.

VCAA, VCE Visual Communication Design Study Design 2024-2028, pp. 32-5
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Chapter 8

Professional design practice
\ Unit 3, Area of study 1

“:‘ KEY KNOWlEbGE:

contexts in which contemporary designers work

practices and processes, including relevant methods, media, materials and conventions used by
contemporary designers

conceptions of good design in selected design field(s) of design practice

differences between past, present and future professional design practices in selected field(s) of design
practice —
distinguishing characteristics and the role of visual language in selected field(s) of design practice p -
roles, relationships and responsibilities of designers, specialists and stakeholders when resolving design - ;
problems 'IT\'I"T
techniques used by designers to evaluate design ideas

decisions made by designers during the resolution of design problems

technological, economic, cultural, environmental and social factors influencing design practices

ethical and legal obligations of designers

appropriate design terminology

KEY SKILLS:

Comparative analysis
compare contexts in which contemporary designers work
describe and compare past, present and future professional design practices in selected field(s) of design
practice
analyse and evaluate the characteristics and role of visual language in selected field(s) of design practice
explain the roles of, and relationships between designers, specialists and stakeholders when resolving design
problems
describe the techniques used by designers to evaluate design ideas
explain the economic, technological, cultural, environmental and social factors that influence design practices
identify and analyse design practices that acknowledge ethical and legal obligations
use appropriate design terminology

Practical exploration

adopt visual communication practices and processes used by contemporary designers in selected field(s) of

design practice

use visual language to communicate ideas and/or information to specific audiences, and for specific purposes

and contexts in selected field(s) of design practice

incorporate relevant conventions in documentation or presentation drawings in selected fields of design

practice

use presentation formats characteristic of selected field(s) of design practice

adopt conceptions of good design aligned with selected field(s) of design practice

apply legal and ethical obligations relevant to selected fields of design practice Q
VCAA, VCE Visual Communication Design Study Design 2024-2028, p. 33 ._
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Today, designers across a range of disciplines continue to shape the way people live.
Michaela Webb, Creative Director, Studio Round, co-president of AGDA, Victoria
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OVERVIEW —ac .
In this area of study, you will look at contemporary designers working in one or more of the following fields

of design practice: messages, products, environments or interactive experiences. Contemporary designers [ l I I I
use cyclical design processes to discover, define, develop and deliver solutions to design problems, using
a visual language to communicate ideas. You will have the opportunity to compare the contexts in which
designers work and explore the ways that designers collaborate with stakeholders including the user or
target audience. Understanding how design factors influence design decisions including sustainable and
legal practices will assist you in your Unit 3 folio work.

This area of study provides the opportunity to engage with practical activities to experiment with methods,
media, materials, conventions and associated techniques.

This chapter references all stages of the VCD design process.

Develop

DESIGN PROBLEM
---- DESIGN BRIEF -----
DESIGN SOLUTION

Divergent Thinking : Convergent Thinking ' Divergent Thinking i Convergent Thinking
. Gather insights . Synthesise data © Gather & analyse inspiration: Critically evaluate ideas
: * Apply research methods . Review, categorise and » Brainstorm . Refine concepts

- © Explore stakeholders’ ' summarise information . Generate imaginative ideas ; Test, iterate, evaluate

‘ : needs, perspectives & © Re-frame & target problemf Draw and make Resqlvefinalfeatures&
' . experiences ! Establish design criteria ~ © Create, recreate, + details _
Suspend judgement . experiment Choose presentation
. formats

© Keep an open mind

VCD DESIGN PROCESS based on the UK Design Council Double Diamond model




8.1 Fields of design practice in comparison

This study looks at how visual communication  Distinguishing characteristics of the

1s used across various fields of practice to fields of practice

design messages, objects, environments Messages

and interactive experiences. All designers This field will see projects undertaken
undertake a design process where they in areas including graphic design, art
undertake in-depth research to discover direction, illustration, fashion illustration,
and define problems, they collaborate with photography, information design, digital
stakeholders including experts from various and web design, animation or visual effects,
fields and often work in multidisciplinary advertising, print publication, book design
teams. Each of the four fields of design and type design.

practice studied in Visual Communication
Design have specific and common
characteristics. Tables 8.1-8.4 provide some
examples of characteristics so you can
compare the different fields, projects and
communication needs, practices and processes
and the contexts in which