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«Keeping the
Future Present»

Zur Transformation unseres Curriculums

Jacqueline Holzer

Spatsommer 2018. Kloster Engelberg. Auftakt zur
neuen Curriculumsentwicklung. Das Ziel der Ka-
derklausur ist es, auf zuklinftige Herausforderun-
gen zu reagieren: auf die Digitalisierung, auf neue
Formen der Zusammenarbeit, auf die Frage, wie
Lehre und Forschung (noch) starker zusammen

zu bringen sind, sowie auf eine verstarkte

Il-nternatlgna.llszrlling ?eDr. lec))ch.sc:‘ule Sind die Studier-
uzern - Design & Kunst. Die ewsel S Spezialist:in-
Klausur lautete denn auch: «Keeping hih
the Future Present». EERICIET I."em
Abschluss geniigend
Die Beschaftigung mit moglichen Zukiinf- auf den (digitalen)

Wandel vorbe-
reitet?

ten initiierte eine Reflexion des eigenen
Curriculums. Die Kaderleute unterzogen zu-
sammen mit ihren Teams die bestehenden
Lehrplane im Bachelor einer kritischen Priifung
und stellten die Frage in den Raum, ob ihre Aus-
bildungen die Studierenden nicht nur als qualifi-
zierte Fachpersonen ins Berufsleben entliess, son-
dernob sie die Studierenden auch auf die
sich standig verdndernden Zukiinfte vor-
bereitete: Sind die Studierenden als Spe-
zialist:innen nach ihrem Abschluss geni-
gend auf den (digitalen) Wandel vorberei-
tet? Vermdgen sie kritisch
denkend Transformationen zu
realisieren? Verfligen sie Uber
genligend Selbstbewusstsein, Empa-
thie und Anpassungsfahigkeit, um erfolg-
reich zu kooperieren und interdiszipli-
nar zusammenzuarbeiten? Und kdn-
nen sie selbstreflexivund -organisiert
eine nachhaltige Zukunft gestalten?

Eines steht fest: Eine Curriculumsentwicklung be-
deutet, dass das seit Jahren Giiltige reflektiert
und evaluiert wird und zu grosser Unsicherheit
fiihren kann. Es braucht demnach ein positiv kon-
notiertes Verhaltnis zum Wandel. Sicherlich ein
einleuchtendes Ansinnen, dochist esineinemvon
fordernden (Fiihrungs-)Aufgaben gepragten Lehr-
und Forschungsalltag einzulésen?

Die unabdingbare Voraussetzung fiir einen sol-
chen Prozess ist es, alle Verantwortlichen davon
zu Uberzeugen, dass das neue Curriculum die ei-
genen Studierenden nach deren Abschluss (noch)
weiterbringen wird. Eine anspruchsvolle Aufgabe.
Denn Kadermenschen und ihre Teams fiir gemein-
same hochschuliibergreifende Ziele zu gewinnen
ist nicht ganz einfach. Expert:innen, die an Hoch-
schulen tatig sind, sind, wie es Ada Pellert langst
in ihrem Klassiker Die Universitét als Organisation.
Die Kunst, Experten zu managen* beschrieben hat,
intrinsisch motivierte Koryphéen, die nach Per-
fektionismusin der Lehre und Forschung streben;
sie identifizieren sich eher mit dem eigenen Fach-
gebiet als mit ihrer Arbeitgeberin. Eine Transfor-
mation, die zum Ziel hat, Strukturen und neue in-
haltliche Themen gemeinsam zu erarbeiten, ist
komplex. Je mehr Personen mit unterschiedlichen
Erfahrungen und Hintergriinden beteiligt sind, des-
to anspruchsvoller gestaltet sich der Wandel.
Ebenso finden in einer vielschichtigen
Organisation, wie es die Hochschule Luzern -
Design & Kunst ist, gleichzeitig stattfindende
strukturelle und inhaltliche Veranderungen statt.
Diese Form der Gleichzeitig-
keit verlangt von allen Lei-
tungspersonen eine erhéhte
Ambiguitatstoleranz, wie es viel-
leicht etwas euphemistisch in den Ma-
nagementbiichern beschrieben wird.2Denn
jede Entscheidung hat wiederum Konse-
quenzen auf andere noch zu treffende
Setzungen.

Diese Prozesse verliefen - selbstverstandlich -
nicht ohne Friktionen. Denn die Frage, wer letzten
Endes die Definitionsmacht liber die Inhalte, die
Strukturen hatte, war Anlass zu verschiedenen
Streitgesprachen. Die Beteiligten flihrten dabei je
ihre eigenen Haltungen und diskursiven Positio-
nierung ins Feld. Sie agierten als «Trager[:innen]
geschichtlicher Entwicklung eines Denkgebietes,
eines bestimmten Wissensbestandes und Kultur-



standes, also eines besonderen Denkstiles».?
Nebeneffekt dieser Diskussionen war, dass ein
tieferes gegenseitiges Verstandnis fiir die Arbeit
«der anderen» entstand; es ist ein Raum geschaf-
fen worden, in welchem die Verantwortlichen und
die Lehrenden bereichs- und disziplineniibergrei-
fend kooperieren und agil sowie nachhaltig zu-
sammenarbeiten. Die diversen Denk- und
Handlungskollektive haben sich zueinander
in Bezug gesetzt und so ihre unterschied-
lich verwendeten Semantiken, Arbeitswei-
sen und Haltungen geklart.

Resultat dieser Diskussionen ist einerseits
ein breit gefachertes und umfassendes Ange-
bot, aus welchem sich die Studierenden Zukunfts-
kompetenzen in den Feldern Digitalitat, Explora-
tives Forschen, Kreatives Unternehmertum, Kriti-
sches Denken, Material & Praxis, Nachhaltigkeit
sowie Selbstermachtigung & Engagement aneig-
nen konnen. Andererseits haben die Studienrich-
tungsleitenden, die Verantwortlichen der facher-
Ubergreifenden Bereiche sowie die externen Part-
ner:innen auch neue Zusammenarbeitsformen
gestaltet, die einen wesentlichen Bestandeteil fiir
die Kulturentwicklung darstellen. Und zudem ist
durch diese neuen Strukturen ein erweiterter in-
haltlicher Moglichkeitsraum entstanden, der sich
auf die dringlichen Themen der Gegenwart und
der Zukunft zeithah anpassen lasst.

In jeder

Im Herbst 2022 ist das neue Curriculum gestartet. | Organisation
Der Change Prozess ist abgeschlossen. Die Arbeit bestehen
war neben dem anspruchsvollen Alltagsgeschéft | (qunkle Stellen,
ungemc_em hera_lus_fordernd, gpstrengend und auch an denen
von einigen Friktionen gepragt. nichts zu
Nimmt man den Transformationsprozess in den erkennep ist
Blick, zeigt sich vor allem eines: Die Kultur einer und keine
Organisation ist entscheidend fiir den Erfolg einer | Fragen gestellts
solchen Entwicklung. Injeder Organisation beste- werden, ...

hen «dunkle Stellen, an denen nichts zu erkennen

ist und keine Fragen gestellt»* werden, wie es ein-
mal Mary Douglas formuliert hatte. Alle halten sich

«zueinander in einem Abstand, in einer Brechung»?®,
bleiben in ihrem eigenen Denkkollektiv eingebun-
den, welches sie in ihrer Art und Weise, die Wirk-
lichkeit wahrzunehmen und zu interpretieren, be-
einflusst.® Gelingt es den Beteiligten nicht, sich

So lernt die Bildungs-
institution - disziplinar,
interdisziplinér, trans-
disziplinir - ausgelost durch
Reibungen, Dissonanzen
und auch Antagonismen.

ermoglichen. Kommunikation ist in solchen Pro-
zessen alles. Und auch das Zulassen von Kontro-
versen. Und auch von Divergenzen. Und von
Machtanspriichen.

Schafft es eine Organisation, dass die an einem
Prozess Beteiligten geniligend Vertrauen -
auch in die Leitung - haben, diese Ausein-
andersetzungen zu fiihren und risikoreich
Kritisches, vielleicht gar Ungewdhnliches
inden Augen deranderen zu propagieren,
erzielt sie innovative Resultate, die ihr
und letzten Endes vor allem den Studie-
renden zugutekommen. Wenn dies gelingt,
«bremst die institutionelle Gemeinschaft»
nicht langer «die personliche Neugier» und
«setzt» nicht langer heroisch «Gewissheit, wo Un-
gewissheit herrscht».’

Entscheidend ist, dass dieser Prozess ergebnis-
offen konzipiertist, der sich - zusammen mit allen
am Prozess Beteiligten - einem explorativen Vor-
gehen verpflichtet. So lernt die Bildungsinstituti-
on - disziplinar, interdisziplinir, transdisziplinar -
ausgeldst durch Reibungen, Dissonanzen und auch
Antagonismen. Und er6ffnet so die Méglichkeit
flir eine nachhaltige Transformation in ihren Aus-
bildungen und in ihrer Kultur.

Das Ergebnis der Curriculumsentwicklung lasst
sich sehen - wie diese Nummer zeigt: Die ver-
schiedenen Artikel zeugen von den unterschied-
lichen Perspektiven und Reflexionen zur Curri-
culumsentwicklung der Autor:innen. Die sieben
Thesen fiir die Ausbildungen der Zukunft machen
den Anfang. Es gibt den Blick zuriick und die Be-
griindungen fiir eine als dringlich empfundene
Transformation. Der Verbindung zwischen Praxis
und Theorie wird ebenso besonderes Augenmerk
geschenkt wie den Zukunftskompetenzen Digita-
litat und Nachhaltigkeit. Und schliesslich gibt es
die wichtige Einsicht, dass ohne die Leistungen
der Administration und der Prozessteuerung eine
solch nachhaltige Transformation kaum maoglich
gewesen ware.

1

auf andere Sichtweisen und Kompetenzen

einzulassen, kann kein genuiner Diskurs Das Er_gebms

entstehen. der Curriculums- .
entwicklung lasst

Eine Kommunikation zwischen verschie- sich sehen...

denen Denkkollektiven ist entsprechend an-
spruchsvoll, denn in dieser Kommunikation
sind die vermeintlich klaren Semantiken auf ihre
verborgenen und oftmals impliziten Bedeutungen
zu Uberpriifen, um Giberhaupt ein Verstandnis zu
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«Keeping the
Future Present»

On the Transformation of Qur Curriculum

Jacqueline Holzer

Late summer 2018. Engelberg Abbey. Kick-off for
the new curriculum development. The goal of the
executive retreat is to react to future challenges:
to digitalisation, to new forms of cooperation, to
the question of how teaching and research
can be integrated (even more) closely,
and to the increased internationali-
sation of the Lucerne School of Art

and Design. The retreat’s motto stat-
ed this as well: «kKeeping the Future
Present».

Occupying ourselves with possible futures initi-

ated a reflection about our own curriculum. The
executives along with their teams performed a
critical assessment of the existing curriculain the
Bachelor’s programmes and raised the question
as to whether our students’ training not only re-
leased them into professional life as qualified spe-
cialists, but whether it also prepared them
for constantly changing futures: Are
students with specialised degrees

The retreat’s motto
stated this as well:
«Keeping the Future
Presents.

The imperative prerequisite for such a process is
that everyone responsible is convinced that the
new curriculum will (further) help their own stu-
dents after they graduate. An ambitious task. For
convincing executives and their teams to pursue
goals shared across the university’s disciplinary
boundaries is far from easy. Experts who work
at universities, as Ada Pellert described them
in her now classic Die Universitét als Organi-
sation. Die Kunst, Experten zu managen [The
University as an Organisation.
The Art of Managing Experts],!
are intrinsically motivated

o : ...convincing
luminaries who strive for . .
o __ [executives and their
perfectionismin teaching & &
and research; they identi- SENE ED) LS
fy more with their own goals sha}red %.1CI"OSS
field than with their em-| the university’s

ployer. A transformation |disciplinary bounda-
that aims to jointly de- \ ries is far from
velop new structures easy.
and new specific topicsis

sufficiently prepared for the (digi- Are they able to realise complex. The more persons

tal) transformation? Are they able . with different experiences and backgrounds are
torealise transformations through tranSf9mathns Fhrough involved, the more challenging the transforma-
critical thinking? Do they have critical thlnklng? tion. Moreover, a multilayered organisation like

enough self-confidence, empathy
and adaptability to cooperate success-
fully and across disciplines? And can they
use introspection and organise themselves
to shape a sustainable future?

One thing is certain: A curriculum development
means that what has been valid for years is re-
flected upon and evaluated, which may lead to
great uncertainty. Accordingly, what is needed is
arelation to transformation that is positively con-
noted. While this is an obvious suggestion, can it
be fulfilled in the daily business of teaching and
researching that is characterised by demanding
(leadership) tasks?

the Lucerne School of Art and Design experiences

changesin structure and content at the same time.
This form of simultaneity demands from all lead-
ership a high tolerance forambiguity, asitis called

perhaps somewhat euphemistically in books

on management.? For every decision, in turn,
has consequences on which other priorities

are set.

A side effect of
these discussions was
the emergence of
deeper mutual under-
standing for the work / of course, these processes took place with
of the others... /5 500d deal of friction. For the question as to
who ultimately had the power to define the con-
tents and the structures gave occasion for various
disputes. Here the participants invoked their own
attitudes and discursive positions. They acted as




«carriers for the historical development of any field

of thought, as well as for the given stock of knowl-
edge and level of culture», which Ludwik Fleck
called a «thought collective».® A side effect of
these discussions was the emergence of
deeper mutual understanding for the work
of «the others>; a space was created in

... curriculum

As is allowing controversies. And also divergenc-
es. And claims to power.

If an organisation manages to gain enough trust
from all participants in the process - and in
management as well - to conduct these dis-

putes and to risk propagating what is criti-

which those responsible for the different development 1S cal, perhaps even unusual in the eyes of the
fields of study and the lecturers cooper- Conceived as an others, it achieves innovative results that
ated acrossfields and disciplines, working benefit the organisation and ultimately, pri-
together nimbly and sustainably. The var- Open"ended marily the students. When this succeeds,
ious thought and action collectives re- process, which «the instituted community» no longer blocks
lated to each other, clarifying the differ- . «personal curiosity» and no longer «heroi-
ences in their use of semantics, proce- requ.lres every- cally imposes certainty on uncertainty».’
dures and attitudes. one involved to

take an eXplorative What is decisive is that curriculum devel-

The result of these discussions is, on the
one hand, a broadly based, comprehen-
sive range of modules, from which stu-
dents can acquire skills for the future in the
fields of Digitality, Explorative Research, Creative
Entrepreneurship, Critical Thinking, Materials &
Practice, Sustainability and Self-empowerment &
Engagement. On the other hand, the heads of pro-
grammes, those responsible for the interdiscipli-
nary areas, and the external partners also shaped
new forms of cooperation, which constitute a sig-
nificant component in the development of the in-
stitutional culture. And within these new struc-
tures a further space for potential contents has
emerged, which can be adapted with agility to the
urgent topics of the present and the future.

The new curriculum was launched in autumn 2022.
The change process has concluded. Performing
this work alongside our demanding everyday busi-
ness was extraordinarily challenging, exhausting,
and marked by more than a few conflicts.

A look at the transformation process reveals one
primary aspect: The culture of an organisation is
decisive for the success of such a development.
Every organisation has «shadowed places in
which nothing can be seen and no questions
asked»,* as Mary Douglas put it so eloquently.
Its members «interact with each otherat a dis-
tance, inabreak»,® remaining ensnared in their
own thought collectives, which influence the
way they perceive and interpret reality.® If the
participants do not succeed in engaging with
other perspectives and competencies, no genuine
discourse can emerge.

Accordingly, communication between the different
thought collectives is demanding, for supposedly
clear semantics in this communication must be
checked for their hidden and often implicit mean-
ings in order to make understanding at all possible.
In such processes, communication is everything. 8 / 9

approach.

The result of
the curriculum
development
is impressive...

opmentis conceived as an open-ended pro-
cess, which requires everyone involved to

take an explorative approach. This way the

educational institution learns - disciplinarily, in-
terdisciplinarily, transdisciplinarily - initiated by
frictions, dissonances and even antagonisms. And

this yields the potential for a sustainable transfor-
mation in the institutional training programmes

and in its culture.

The result of the curriculum development is im-
pressive - as this Nummer shows: The various ar-
ticles attest to the authors’ different perspectives
and reflections on the curriculum development.
The seven theses for the education of the future
are just the beginning. There is the look backward
and the justifications for a transformation felt to
be urgent. The connection between praxis and
theory receives special attention, as do the future
competencies digitality and sustainability. And
finally, there is the important insight that without
the contributions of the administration and the
process management, such a sustainable trans-
formation would scarcely have been possible.

1 Ada Pellert, Die Universitt als 4 Mary Douglas, How Institutions

Organisation. Die Kunst, Experten
zu managen, Vlienna 1999.
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Silvia Henke, Dieter Mersch,
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Strassle and Jorg Wiesel, Manife-
sto of Artistic Research. A Defense
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p. 25, doi:10.4472/9783035802665.
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Adapting
toChange
in Order
to Shape
the Worlid

Gabriela Christen

Today, promise and menace are in the air: The
world is changing! The buzzwords accompanying
these changes are familiar: digital transformation,
the fourth industrial revolution, the end of human-
ism. The digital transformation is throwing our so-
cieties, communications and politics into disorder,
it is standardising and centralising processes in
society, while at the same time granting us access
to previously unimagined knowledge in the global
context. Artificial intelligence and robotics prom-
ise unimagined possibilities in the development
and production of all technologies and goods - and
potentially even human beings. After three hun-
dred years of striving for enlightenment by em-
powering people, through democracy as a partic-
ipative form of government for all, and a world
order oriented on ethical values and humanrights,
currently we are nevertheless confronted with a
geopolitical situation and individual politicians
who make a mockery of all humanist values every
day for the sake of nationalism and protectionism.
We observe how national and territorial interests
attempt to destroy a country like Ukraine. And we
realise how fragile our reality becomes in a
Europe of education and culture when vi-
olence prevails over reason and even neu-
tral states like Switzerland call to arms.
We attempt to reorient, even centre our-
selves in the times after Corona, and we
are only beginning to analyse the pandem-
ic’s effects on us, and on culture and its
various spheres.

We can make
guesses now about
what the future will
look like, but do not
know what is

1 Fig.1Studentin the

IDA module

«Now:Print!», 2021,

photographed by We can make guesses now about what the future
L*;u";':n"'e“ will look like, but do not know what is coming. We

know only that we are in the midst of a major



transformation process. Inrecent years the world

has been described as VUCA - volatile, uncertain,
complex and ambivalent -, all terms that are in-
sufficiently drastic for today’s challenges, as the

unknown future these days is sometimes danger-
ous; it forces us to take a stand and is often sim-
ply absurd.

What do arts do in this situation? They do what
they have always done: They mirror and reflect

the world and supply the diagnosis of their time,
they reflect it with their means, show the change-
ability of the world and shape its future. A difficult

challenge for designers, filmmakers and artists,
but also for the institutions that accompany and

train young people along their creative education-
al paths: the universities for arts and design. What

young creative people already see as a challenge,
but also as pleasure, namely shaping answers to

questions that are disturbing and sometimes even

devoid of meaning, in order to try out solutions or
new possibilities of experience or thinking, is more

difficult for large, slow organisations like univer-
sities. But there is no choice, for they are the plat-
forms for young artists and designers, they must

offer spaces in which their students can try out

the risks to which they will subject their audience,
and they function as sites for experimenting with

and researching about what will be. This obligation

to permanently develop and question their own

activities is laborious for the administration and

the lecturers, it is a supplementary task on top of
the individual coaching of young talent, and it re-
quires a great deal of time. What is more, it bears

aname that does not per se inspire and kindle en-
thusiasm for this work of the future: curriculum

development. Curriculum planning means simply

the effective organisation of teaching all the way

to graduation. The curriculum varies from one de-
partment to the next, from one university to the

next. But one dimension is certain in
all curriculum development:
teachingistreated asanartora
craft like any other, designed to

be meaningful and coherent,
and therefore comprehensible

and helpful for students on the
way to their future activities.

1T Fig.2 Studentin
the IDA module
«The Immersive
Laboratory», 2022,
photographed by
Thi My Lien
Nguyen

Curriculum planning
means simply the
effective organisation of
teaching all the way to
graduation.

But how is a good curriculum cre-
ated? A diagnosis and an anal-
ysis of the past, present and

...teaching is
treated as an art

The skills needed

the 19th century, the diagnosis was clear: Indus-
trialisation had changed the way human beings
related to the world, to labour, to time and to their
fellow humans. Serial work on normed products
that could be distributed efficiently over great dis-
tances with new means of transport had replaced
the work of craftspeople with their guilds as well
as many handicrafts. The skills needed to create
unique objects of beauty and value were on the
verge of extinction. But these were stillindemand
on majestic and religious sites, and for the design
of the locations and objects of early tourism. The
schools of arts and crafts successfully trained art-
ists who decorated churches, designed pal-
aces, painted the walls of the cities and
paintings for the newly emerging bour-

future are required to offer a | or a craft like any FO create unique geoisie. As these institutions were
good education for creatives. other... objects of beautyand | s¢rongly driven by the arts and crafts,
value were on the verge / the competencies necessary for future

Let us start with the past and the
question as to why this kind of university was cre-
ated: When the first precursor institutions of to-
day’s universities for arts and design emerged in

12/13

of extinction.

tasks were clear.

Later models like the Bauhaus sought to unite
the crafts with spirituality and create sites with



the atmosphere to transport souls into higher + Fig.3 Moreover, study programmes and research be-

spheres, in order to satisfy the human need for a Fig 4 Students  cameinternationally comparable, and henceforth

better and more beautiful world. «You are here», have to measure up to European and global bench-
;?:ﬁﬁ::gﬁhi marks and contend with competition. And curric-

Yet, in Switzerland especially, where the schools My Lien Nguyen ulum development became a collective science

of arts and crafts were not upgraded to academies or art.

but remained part of the specialised worlds of

training for the professions, over time these insti- How did we at the Lucerne School of Art and De-

tutions reliably produced the draughtspeople, sign deal with these changesin the years after the

graphic artists, and textile designers needed by Bologna Process was introduced? The relation to

the country with its high demands on a meticulous, transformation and acceptance of change has

high-quality and often also technophile world.
Over many years, sound textbooks, a great
deal of practice and practical experi-
ence, and a strong ethos of teaching
and training guaranteed the suc-
cess of such specialised schools.
Up until the turn of the millennium,
training in Lucerne was especially
strongly rooted in this tradition, with
a rather old-fashioned foundation in
craft skills.

grown strongly, along with the university itself,
which has expanded and changed over the last
decade. Our nice little school has become one
of the largest educational institutions in Swit-
zerland for design, film and fine arts. A dynam-
ics of permanent adaptation to developments
not only in design and art, but also in technolo-
gy, society and business is now a matter of
course, as was formulated in our strategy for
2016-2019: «The Lucerne School of Art and Design
is developing in sync with the digital transforma-
tionin society, business and culture. We are living
This world changed fundamentally only with in an age of change and seeking sustainable solu-
the Bologna Process, which not only unified and tions for the world of tomorrow.» This strategy was
standardised the European education area, but forward-looking, yet it also described develop-
also transformed schools of arts and crafts ments that had been underway within the univer-
into universities. This had major effects sity for some time already. Since 2012 the School
onthe curricula for design, film and fine of Art and Design had tracked labour markets,
arts. The four-year curricula had to be the needs of students, technological and
shrunk to a three-year Bachelor’s pro- aesthetic developments, and devised new
gramme. Not an easy task, since the courses of study in rapid succession: From
Master’s programmes were to follow photography in the societal context (Cam-
only years later. From my perspective, era Arts), to the joint training of digital en-
the Bologna Process brought two new in- gineers and designersin collaboration with
sights: These guidelines for study pro- the Lucerne School of Computer Science and
grammes, determined by political negotia- Information Technology (Digital Ideation), the de-
tion, were avirulent demonstration of how ed- sign of analogue and digital spaces (Spatial De-
ucation and worldview, research and European sign) and the creative approach to data (Data De-
competition can be changed overnight. sign & Art), the university pursued a strategy of

'The four-year
curricula had to be

shrunk to a three-year
Bachelor’s pro-

New courses offered
in the coming years
will focus on
sustainability




permanent development and positioning. These
new courses of study, all of which combine tech-
nology and creativity, were pursued furtherin the
Master’s programmes as well. New courses of-
fered in the coming years will focus on sustaina-
bility, an existential topic for young people, which
will serve as the basis and goal of all education for
all programmes.

Diligent care in dealing with one’s own origins re-
mains key, and constitutes the DNA of Lucerne’s

educational programmes with their dual focus on

digital technologies and analogue workshop skills.
| am deeply convinced that bringing together di-
verse and even contradictory worlds, «the chance

meeting on a dissecting-table of a sewing-machine

and an umbrella»,! is the way to create locations

where magic sparks are still produced and fly, in

the form of poetic and creative processes that sur-
prise and enchant. Thus, combining analogue tra-
ditions and craft knowledge with the digital know-
how and mediacompetencies of technology-based

training was also the philosophical guide and rec-
ipe for success for the conversion and addition to

the former textile factory which houses the new
Vicosistadt campus of the Lucerne University of
Applied Sciences and Arts in Emmenbriicke.

The curriculum development 2018-2022 picked
up on all of these impulses, so now the hardware
of the building at 745 Viscosistadt is quasi having
software installed. And this software is in a class
of its own: The softest and most central compe-
tency it contains is collaboration, the exchange
between students and teachers with their com-
petencies from different disciplines, in order to
work together on the future and the beauty of up-
coming worlds.

1 Comte de Lautréamont, Maldoror
& The Complete Works of the
Comte de Lautréamont, Cambridge,
MA 1998, p. 193.

Vv Fig.5 Student in
the textile design
studio, 2019,
photographed by
Ozlem Petri
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The Beauty of
Snap-Action
Mechanisms

A Recipe for a Curriculum Sustaining Curious Students

Karina Kaind|

When a snap-action mechanism works effective-
ly, arelatively small movement at the actuator but-
ton produces a relatively large, high-velocity
movement at the electrical contacts - regardless
of the actuation speed. Ideally, the same happens
with a profoundly researched, astutely designed
and skilfully communicated curriculum that gains
momentum twofold: students seek and will thrive
ininspiring and challenging degree programmes
and beyond; while margins of change, often-
overlooked details, generate an intriguing

how much

reform, independence and individual responsibil-
ities of the students are weighted more heavily in
training, making them co-designers of their aca-
demic track.®

So how to proceed if the above-mentioned prem-
ises are to be firmly integrated into the develop-
ment of a curriculum? The first step is to clarify
the following basic decision points which affect
every study model: how much disciplinary instruc-
tion should a curriculum contain, and which parts

transformative capacity rather than disciplinary in- are interdisciplinary or transdisciplinary or
. . . ) ) S - i
big |dgas anq «ultimate solutions>. struction should a curric- mult|d|SC|pI|nar¥. To what degree cgn st.u
What ingredients do we need to 1 . eriien dents customise the contents of their train-
achieve this? e con'am, ar.l W OIC ing and decide what to learn when, what
parts are interdisciplinary or | stipulations must they follow? How are

Institutions of higher education must
continuously review their existing curricula

and develop new offerings in order to adapt
to transforming technological, societal and eco-
nomic conditions.! The apparent drivers for de-
signing study programmes for the long term are
digital transformation, with its impacts on the

worlds of work and life, as well as the guidelines
of a national, albeit internationally competing, ed-
ucational system. Particular challenges for the
design of future-oriented curricula, according to
the Hochschulforum Digitalisierung,? are the as-
pects agility and sustainability, innovative teaching
and accreditation, development of value-attitude
and meaningful participation in society. The forum

further encourages institutions to develop cours-
esthat are geared to results rather than disciplines
or contents, and thus based on competencies, and

to orient their graduates’ competence profiles on

future skills.® This orientation on results and com-
petencies, which must be updated constantly, is
also one of the cornerstones of the Bologna Pro-
cess.* In combination with student-centred learn-
ing, a further essential element of the Bologna

transdisciplinary or
multidisciplinary?

How are
different forms of
teaching, like teach-
er-centred teaching,
seminars, and project
work, related to each

different forms of teaching, like teach-
er-centred teaching, seminars, and pro-
jectwork, related to each other? How high
is the share of self-study in comparison to
monitored or supervised study? How is a curric-
ulum designed in terms of praxis and theory -
discussion of this questionis especially live-
ly and controversial at universities and
colleges of art and design. Should
studies be structured into majors and
minors? Which competencies serve
to orient a programme of study, and
are these sustainable? How are the
content and structure of curricula de-
signed which prepare students as well as
possible for what is unknown and uncertain?

The Lucerne School of Art and Design addressed
these questions in a process that lasted several
years. The last development of the school’s cur-
riculum concentrated on adjustments within the
individual fields of study. The current process fo-
cused on multidisciplinary course offerings, revis-
ing their orientation and structure. In order to



sharpen the profile of this extensive area, an in-
depth examination of the existing course offerings
was complemented by incorporating findings from
international studies, competitor analyses, eval-
uations of surveys of various stakeholders, as well
as a plethora of internal workshops and individu-
al interviews. The analysis of all these inputs re-
vealed several fields of action:
How do we interpret future skills?
What competencies that are demanded in the
working world are taught in the multidiscipli-
nary courses? Which of these do we regard
as fixed, which can be combined in a custom-
ised area of electives and mandatory courses?
Which interweavings of theory and praxis in-
struction do we consider meaningful? How
canthe multidisciplinary area supplement the
disciplines as constructively as possible?
How can we ensure that study contents with
potential synergies are recognised and used
beyond disciplinary boundaries?
How should the multidisciplinary area be de-
signed in terms of content orientation, disci-
plines and quantity structure?
How do we guarantee a «red thread» through
a multiplicity of very different modules in the
multidisciplinary area?

The above questions led to an iterative process
which yielded the consolidation of the entire multi-
disciplinary area and the creation of the +++Mod-
ules. The process had several goals: The curricu-
lum was to provide insight into interdisciplinary
working methods and offer students opportunities
to deal with disciplines outside their fields. In es-
sence, students are motivated to transfer contents,
ways of thinking and working, options for action
and subject cultures to their future worlds of work
and life in a deliberate way. On the level of content,
globally relevant subjects are contextualized and
applied to individual or local perspectives.
Conversely, bottom-up approaches be-
come relevant, in which the students derive
connections to overarching questions from
their own experiences and percep-
tions. Moreover, the +++Modules
have a focus on modes of collabo-
ration across and beyond the bounda-
ries of disciplines and academic cohorts.
Reflection and discourse beyond the
written form are crucial in order to
teach researching work with texts and
alternative media.

The disciplines have been developing compe-
tence-oriented curricula for along time. Therefore,
a similar approach was adopted for the +++Mod-
ules as well, which affords various advantages:
On the one hand, the formulation of fields of com-

@
sion of student

and alumni/ae
voices in the
conversation
about curricu-
lum develop-
ment was
established and

enhanced over
years.
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petence allows more in-depth considerations
about the existing and desired focus of a course;
on the other hand, modules can be bundled the-
matically and study emphases clearly communi-
cated to prospective students. Accordingly, stu-
dents are well-informed and can put together parts
of their course of study themselves, as long as
there isacomprehensive selection of electives on
offer. Seven competences were determined: Dig-
itality, Explorative Research, Creative Entrepre-
neurship, Critical Thinking, Materials & Practice,
Sustainability and Self-empowerment & Engage-
ment. They will have a majorimpact on training at
the Lucerne School of Art and Design in the future.

Developing a curriculum is a long journey full of
ups and downs. The following 12 essentials had a
positiveimpact on our process and led to a broadly-
based outcome:

1. Thegoals of this curriculum development were
not set by the school administration from the
outset but were acomponent of the discursive
process in various committees.

2. Theinclusion of student and alumni/ae voices
in the conversation about curriculum devel-
opment was established and enhanced over
years. Working together with the student un-
ion, holding workshops with interested stu-
dents, analysing student and alumni/ae sur-
veys and the fixed involvement of students in
various commissions at the school has turned
out to be very conducive for producing ideas
about how to design the curricula.

3. The development of a curriculum does not
have to start from scratch. For the existing
competencies and courses offered by one
school or faculty to be used effectively, a thor-
ough, comprehensive inventory of the current
situation is essential, during which it must be
asked why things are done the way they are,
and why each course or programme is being
offered. At the same time, this overview avoids
overlapping course catalogues and «poaching»
in other competence areas.

4. The heads of all programmes were

interviewed about the existing cur-

ricula, possible adjustments, problem
fields and theirideal goals. This is time-con-
suming, but imperative in order to deter-
mine the status quo and start a process
oriented on participation. Italso made clear
that the study programmes were not suffi-
ciently familiar with each other’s curricula to
detect and exploit potential synergies.

5. Not only the contents of the programme had
to be changed - far-reaching organisational
and administrative adjustments were also
needed. These affected the semester structure



or rhythm of modules, the determination of
time windows for split modules, as well as
opening up selected courses for students from
other programmes. Through the restructuring
of all BA curricula into modules of 3, 6, 9 and
12 ECTS, all disciplines share the same win-
dows and are thus increasingly able to work
across disciplines.

The multidisciplinary area consists of manda-
tory and elective modules. The seven compe-
tence fields bring an ordered structure to the
diverse course offerings, communicate the
module catalogue to the outside world, and if
needed, can be reconfigured each semester.
This allows students to specialise or learn a
wide spectrum of competencies. On the one
hand, this means that students can select
emphases that are flexible and less
formalised; on the other hand, fu-
ture students do not have to
commit themselves to certain
emphases before starting uni-
versity and adhere to them until
they complete the programme.
This also offers the school the op-
portunity to react promptly to societal,
institutional and fiscal changes and needs.
These are three major advantages over estab-
lished, rigid major-minor systems.

The +++Modules allow maximum flexibility not
only in terms of content, but also temporally
and methodologically: In addition to the com-
pletely free selection of competence fields,
various time tracks for different courses are
planned for both before and during the regular
semester, and as a block or weekly structure
in the lunch or evening programme, so that
students can combine them according to their
personal interests and possibilities. At the
same time, the heterogeneity of the students
and their educational biographies are account-
ed for, as the entire field covers a diverse spec-
trum ranging from workshop instruction, lan-
guage courses, scientific methodology mod-
ules, to institutional participation options.

To communicate the module catalogue as
clearly as possible, each +++Module is la-
belled with no more than two of the seven
competence fields. Moreover, the entire range
of modules can be viewed internally and also
by potential students or the public within a
module directory.

The self-study period was shifted from the end
of the semester into within the given modules.
This is just as advantageous for didactic rea-
sons as it is for personal development. What
ismore, the structures become more transpar-
ent, since course assessments are provided

The seven competence
fields bring an ordered
structure to the diverse
course offerings...

10.

11.

12.

directly at the end of the module. This also
makes it easier to include guest instructors.
Greater freedom of and opportunity for choice
tend to lead to initial uncertainty. Students
must be cushioned against this through a cen-
tral, easily accessible student advising centre
that informs, advises, and answers questions
about transferring credits.

The disciplines are already in intensive contact
with relevant praxis partners. In the future, this
exchange is to be systematised, and the find-
ings and the measures derived from it used to
continually adjust the curricula and the multi-
disciplinary area.

Developing acurriculumis a process of change
in which resources are reallocated, which in-
evitably generates disquiet and irritation. The
more transparent and participative the process
is, by clearly indicating the planned redistribu-
tions, offering opportunities to participate in
the process, and demonstrating a willingness
to compromise, the greater the acceptance of
the staff. Entering into a continuous, open-end-
ed dialogue is absolutely imperative.
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Kompetenzen fiir das digitale Zeit-
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Hochschulforum Digitalisierung,
Hochschulforum Digitalisierung,
Arbeitspapier Nr. 39, Berlin 2018.
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Best Practice KFH. Konzeption
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Education Arean, in: Bologna
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24-25 June 2019, eds. Sijbolt
Noorda, Peter Scott and Martina
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Admini-
strative
Implemen-
tation of
the Curricula

Interview with Ibrahim Demircl,
Head of the Central Secretariat

Nicole Rickli

The programme heads and the vice dean, who managed the development of
the new curricula and accompanied it with his team, experienced a creative
process with countless workshops, intensive conversations and lively, some-
times even heated discussions. In contrast to this creative process, the
administration had to work with the corset of the university administration
software Evento and its strict guidelines and possibilities for depicting the
curricula. Ibrahim Demirci, head of the central secretariat of the Lucerne
School of Art and Design, explains in this interview how the administration
mastered the implementation of the new curricula with a great deal of effort
and - despite strict guidelines - a creative approach.

Nicole Rickli: When did you first hear about the curriculum development?

Ibrahim Demirci: During my initial training phase, my predecessor gave me all
the information she had at the time about the curriculum development. That would
have been in April 2021.

In December
2021 we reached

the (point of no return
as we prepared and imple-
mented the course plan for
2022.

Nicole Rickli: What did you think of when you heard
«curriculum development»?

...something
big was coming
the administra-
tion’s way.

Ibrahim Demirci: So early on, | didn’t have much of
an idea what it meant. Those staff members who

had a betteridea of what the term entailed said over

and again that something big was coming the ad-
ministration’s way. My priorities at the time, howev-
er, were managing the day-to-day business and learn-
ing the job. Even at the various meetings where the
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topic of curriculum development came up, initially | could not really imagine what
it entailed. It was a classic case of <learning by doing»; a lot of it only became clear
when we got down to business.

Nicole Rickli: How did you get an overview of the upcoming tasks?

Ibrahim Demirci: It was a tremendous challenge for Janine Vogel and me (re-
sponsible for Evento), because we had not worked on the project from the outset.
| tried to collect as much information as possible. For a long time, it was not clear
to me whether the timetable was really feasible; | always had the impression that
the launch would be delayed again. Then, in October 2021, all kinds of issues were
suddenly cleared up, forinstance, about the new +++Modules. In December 2021
we reached the <point of no return> as we prepared and implemented the course
plan for2022. This was the first time we were able to assess what had to be done
when. With that we were able to develop a concrete annual plan with several
milestones that gave us arough overview. From early 2022 on | had a good feeling
that the administration would be up to the tasks.

Nicole Rickli: How did you prepare your team for
the challenges?

From the

c g Ibrahim Demirci: From the beginning, | saw the project as an op-
begmn%ng, I AW portunity. With this positive attitude | was able to motivate the
the pr0]ect as an team. | pointed out improvements and worked with the team to

scrutinise existing processes and design them to be more efficient.

It was certainly also important that they received the right infor-
mation at the right times. The staff was regularly kept up to date, and
once all their questions had been cleared up, they were briefed com-
prehensively by Karina Kaindl in March 2022. In June they received anoth-
er refresher. This targeted information also gave the team the security that they
would find out everything they needed to know for their work in time.

opportunity.

Nicole Rickli: What concrete preparations were you and your team able to make?

Ibrahim Demirci: Since | only started my position as head of the
central secretariat on 1 April 2021, | came into the project quite
late. It certainly would have been nice if | had been on board
earlier, as it might have been possible to simplify a few
processes. But ultimately, | was in the right place at
the right time. However, the concrete preparations
mostly involved the mental willingness of the team
to engage with the curriculum development.

Nicole Rickli: What tasks did the administration have to handle?

Ibrahim Demirci: The administration had to enter over 400 new
modules and module titles in the university administration software Evento. For
each of these modules the new module descriptions had to be filed, and then the
modules combined in the module directory.

Anew registration logic was needed for the transdisciplinary +++Modules and
the corresponding communication for registration.

After the grades were entered for spring semester 2022, we had one month to
check the ECTS credits of 509 students and provide them with a transfer over-
view so that they knew what courses they still had to take and how they could
register accordingly. Then we had to transfer all 509 students to the new aca-
demic years. That was quite a challenge! Without the support of the entire team,
we would not have been able to finish by our deadline of mid-August.

Parallel to this we had to model the programme structure in the database and
also think about how the report cards, diplomas, certificates and other reports

...the concrete
preparations mostly
involved the mental willing-
ness of the team to engage
with the curriculum
development.



with the new curricula should look. These new reports are created by the central
IT services team in close collaboration with Janine and myself.

Nicole Rickli: Which tasks were the most complicated?

Ibrahim Demirci: The ones we had not expected at all, of course. Besides the
curriculum development for the Bachelor’s programmes, there was an informal
development of the Master’s programmes, which no one in the administration
had expected. The administration also had plenty of questions because the in-
puts were not clear enough. Such queries are always cumbersome and take
a lot of time. Incidentally, a huge question mark will remain until 15 October
[2022]. By then everything must be completed, and all study credits trans-
ferred. Only then will we see whether there are still errors in the system.

The administration also
had plenty of questions
because the inputs
were not clear
enough.

Nicole Rickli: How did your team deal with the challenge?

Ibrahim Demirci: With lots of humour! | am convinced that the whole thing was

mastered so well only because the team worked so well together. Janine and |

received support from the entire team. But it was also affirmation for us that we

can work well as a team in the administration. That makes us confident that we

can handle challenges in the future. Of course, we had to set priorities and some-
times leave less urgent work undone.

Nicole Rickli: What support did your team receive?

Ibrahim Demirci: First of all, certainly, support from Orlando Budelacci, Karina
Kaindl and Elke Rentemeister regarding information on the curriculum develop-
ment. Then the support of Birk Weiberg was invaluable, of course, and not only
because he created the module directory and countless algorithms for Evento,
but also due to his participation in discussions and the constructive search for
solutions. Also important was the backing of school management, and above all
Jacqueline Holzer. Jacqueline herself took care to ensure that the deadlines for
grade submissions were met, which was tremendously helpful for the team. We
also found it extremely valuable that we were always able to come to the project
heads with any open questions.

Nicole Rickli: Were there any surprises?

Ibrahim Demirci: The deadline for submission of the module descriptions was
not met, which led to considerably more work for the administration. But actual-
ly, that was not so surprising - since the administration expected this might hap-
pen, we had plans B, C and D «up our sleeve> and were thus fairly relaxed about
managing the extra work.

There were also a few surprises with Evento, more specifically, with the de-
pendencies within Evento. The connections between the system technologies
generally became apparent only when changes were entered. The
administrative consequences of the curriculum development will
certainly keep us busy for at least another academic year.

...since the
administration
expected this
might happen, we
had plans B, C and
D wp our
sleeve...
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May You
Live in Inter-
esting Times

Against a Discourse of Loss and Crisis

Elke Rentemeister

From a safe,

The expression that lends this article its ti-
tle has found widespread use in pop cul-
ture; its origins are infinitely older, albeit
apocryphal. It is usually applied to charac-
terise arelationship between tranquillity and
its disturbances that is ambivalent at best. In
this article, | suggest a literal, not ironic reading,
which takes interesting times to be an opportuni-
ty for change and innovation. From such a per-
spective, | explore the impact of crises on the de-
velopment of curricula and the institutions that
teach them.

Educational institutions are affected by the same
global developments and crises as every other
part of the social system. National and interna-
tional events and significant ecological, econom-
ic and socio-political processes define the topics
and competencies curricula must address. The
most recent crisis, the war in Ukraine, the last one,

stable position with ex-
tensive resources, it is possi-
ble to carefully develop new
ideas and solutions
rather than
rushing to

react.

committing the logical fallacy of rela-

tive privation, this indicates that
most of us living in Switzerland are
watching from a privileged position
at the margins of the crises, where
our fundamental, physiological or se-
curity needs in a hierarchy of needs are
still met. From a safe, stable position with
extensive resources, it is possible to care-
fully develop new ideas and solutions rather
than rushing to react. The question is whether
this transformative potential is realised or will fiz-
zle out due to early, saturated contentment. Un-
certain, precarious situations could be a more vi-
tal driving force of radical innovation.

Educational institutions are governed by political,
legal, economic and social factors; their individu-
al conditions design the shape and structures cur-
riculacanassume. J. R. Webster describes radical

the Corona virus, and the ones that have been Educational curriculum innovations as the result of external

around for a while, such as the effects of climate | jnstitutions influences perpetuating themselves within edu-

change, the consequences of technologisation cationalinstitutions. An external crisis leads to an
) : ; : i are affected | . .

and social, economic, national and international h internal one, «Change is thus always the result of

inequalities raise numerous questions and chal- byt € same a specific set of historical circumstances.»? One

lenges. For the educational sector, those would global devel- key element of biological constructivism?® and so-

be which adaptations to the content, methodand | oppments and | cial systems theory*is the insistence that biolog-

structure of curricula are necessary to enable stu- . ical and social (or really, any) systems need to be

- . . Crises as .

dents to beresilient during crises and effect trans- able to deal with perturba-

formations themselves. These crises have devas- | €VETY other tions; they need to address

tating impacts on many people, of course; a flip- | part of the and react to disruptions

pant title and its intended reading are not meant as a matter of survival.

to ignore or devalue this fact. But as we live in
times of crises and uncertainty, we need to make
them «an opportunity to reimagine our futures, to
renew and adapt our institutions and to craft new
stories about who we are and what we value.»*In
the Human Development Report by the UN quoted
above, Switzerland is currently ranked number
one based onincome and life expectancy. Without

W

...biological and
social (or really, any)
systems need to be
able to deal with
perturbations...

Educational institu-
tions adapt by devel-
oping their curricula;

while this might read

as passive reactive so
far, it can empower in-
stitutions and their mem-
bers to design innovative




transformations. The necessity for this has been
part of the discourses of Educational Studies since
at least the 1960s,° with the difficulties to affect
said change and create the desired new possibil-
ities constituting its ubiquitous counterpart, since
«most educational institutions remain obstinately
in a steady state».t It is probably no coincidence
that student protests were taking place in many
countries around the same time, addressing social,
political, orlegalissues. In his famous 1964 speech
«Bodies Upon the Gears», Mario Savio calls for a
disruption, stopping the machine - in this case, the
apparatus of the University of California, Berkeley
- as a metaphor for enforcing change. The latest
crises can be considered levers or sand in the
gears. As a result of the war in Ukraine, new pos-
sibilities for international students to live, study,
and work in and around the Lucerne University of
Applied Sciences and Arts have been opened, in-
dependent of earlier linguistic, regulatory, or eco-
nomic barriers. As a result of the Corona virus, dig-

actis at

deems

Building and develop-
ing students’ capacity to

competencies the OECD

Educational institutions need to evolve and ques-
tion their assumptions, positions and processes
if we consider change to be not only a constant
necessity but an opportunity. They must continu-
ously analyse future critical ele-
ments of education and society.
What are the requirements and
affordances of curricula today
that might exceed subject-spe-
cific knowledge but prepare stu-
dents for the unknown? Based on
the recommendations of the
OECD Learning Compass™ and the
UNESCO report The Futures of Learn-
ing 2,** we suggest enhancing the ground-
work laid during the Bologna Process with its shift
from knowledge to competencies by incorporating
agency. Building and developing students’ capac-
ity toactis at the heart of competencies the OECD
deems necessary for 2030. Students need to en-
gage with global trends and issues and not

the heart of

necessary

italisation was driven forward, teaching environ- Students only acquire knowledge and skills but
ments were adapted, and online or hybrid should develop an also learn how to apply them, as well
teaching forms were esta.bhshed and evalu- understanding of the as attitudes, values and qualities like
ated. Radical transformations took place at . empathy to complex problems and
maximum speed while health restrictions and roles they Cal play inand situations of uncertainty. Students
social distancing turned what used to be a the potential they can should develop an understanding of
classroom into a constantly shifting and evolv- bring to change the roles they can play in and the po-

ing concept. This undoubtedly resulted in a
deepening of pre-existent conditions of the edu-
cational system, making these unmistakable and
highly visible.” It led to long overdue evaluations
and reassessments as well. Before, the most re-
cent Communiqués of the European Higher Edu-
cation Area were already emphasising the need
to support underrepresented or marginalised
groups and promote educational equity.® Reorgan-
ising institutional structures at the school and uni-
versity levels was a lengthy process, however.
Now, the deficits in digitisation in the educational
and social system made inequalities painfully vis-
ible. The exclusion of certain groups became ob-
vious on all educational levels, starting at pre-
school. Some children couldn’t attend the digital
classrooms or do their homework due to a lack of
technical equipment. At the same time, some ed-

Processes.

.the deficits in
digitisation in the
educational and social

tential they can bring to change pro-
cesses. Different types of capacities for
action are conceivable: Moral agency supports
students in making decisions and recognising the
rights and needs of others. Social agency requires
understanding their rights and responsibilities to-
wards society. To contribute to the local, national
or global economy, they identify and seize oppor-
tunities and thus economic agency. They create
new value through their ability to use their imagi-
nation and innovation as creative agency. The
OECD describes three core foundations as par-
ticularly important for this agency: cogni-

tive abilities, whichincludes literacy
and numeracy; health, such as
mental and physical health and
well-being; and social and emo-
tional foundations, which include

ucation offers became more accessible thanks to system made ethics, digital and data literacy.”
moving online, and alternative teaching methods llnequall"cu-es Within the latest curriculum devel-
like the flipped classroom were used more widely. painfully visible. opment, we implemented respec-

The crisis constituted «an invitation to educators
and learners alike to consider possible alternatives
and affordances of a curriculum responsive to the
poetic and ever-changing complexities of a life
lived today and, in the days to come.»® The ques-
tionis how to develop the conditions in education-
al institutions and the competencies of all their
members such that one-off changes as rapid re-
sponses to crises are encouraged and can gener-
ate lasting improvements.
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tive subjects and learning methods
in the study programme. New compe-
tence strands have been created around Digitali-
ty, Explorative Research, Creative Entrepreneur-
ship, Critical Thinking, Materials & Practice, Sus-
tainability and Self-empowerment & Engagement.
Many of the structural changes made seem small,
but will hopefully still prove successful in eman-
cipating students and making them active co-cre-
ators of their learning path: Self-study time has



been integrated into the modules instead of tacked
on at the end of the semester. As a result, more
time is available for the individual modules, in
which students can work on their own respon-
sibility, completely independently or with
guidance. The students can select from
more options in a more extensive and di-
verse interdisciplinary area and decide
whether they want to deepen or broaden
their skills. In the interdisciplinary area and
the new, open subject modules, they get to
know other fields of study and their various
methods and thereby gain new perspectives
on their work and subject and collaborate
with each other in different settings. Work
in the student representative body, the
SUMO, is credited for the study programmes,
and students are invited to join diverse panels and
committees to participate in strategic department
projects, thereby acknowledging the relevance of
student agency.

The students can select
from more options
in a more extensive

and diverse interdis-
ciplinary area and

decide whether they
want to deepen or

broaden their skills.

In traditional teaching models, knowledge is im-
parted through instruction and assessment. In

In ms wher:
systems where student agency is central, faculty D 'e
: : student agency is
and students become co-creatorsin the teaching
central, faculty and stu-

and learning process to address complex chal-
lenges collectively. During times of uncertainty
and crises, when it is tempting to mourn, cling to
the known or make the smallest of unavoidable
adaptations, such an agency could realise radical
responses, effective in the short and long term.

plex challenges collec-
tively.
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Bachelor
Programmes
of the Future

Between Artistic and Design Skills
and Developing an Individual Profile

Jacqueline Holzer

The head of the Graphic Design programme, Monika Gold, the head of the
Object Design programme, Christoph Schindler, and the co-head of the
Bachelor’s programme for Fine Arts and Art & Design Education, San
Keller, discuss how they manage to impart professional expertise and
competencies in the kinds of knowledge they use and the way they col-
laborate. The goal of all three programmes is for the students to per-
ceptibly (co-)create and artistically and experimentally challenge

a sustainable society.

Jacqueline Holzer: Let’s start at the beginning: What kind of qualifications do
students need in order to be accepted to your programmes?

San Keller: We want to know what the students’
motivations are. Whether they are ready to take

: . We want to know
risks. We determine whether our Bachelor’s pro-

)
gramme would be a useful step for their further what .the .StUdentS
development. At the 24h admission day we talk motivations are.
with them to clarify our mutual expectations and Whether they are

demands. And we would also be so daring as to
recommend a different course of study that might
be more appropriate.

ready to take risks.

Monika Gold: We have the most renowned experts in our admission procedure,
design the best examination tasks, pose the mostintelligent questions. But when

we compare the Bachelor’s projects our students submit three years later with But when we

the rankings from the admission procedures, it becomes clear: Even we make

mistakes sometimes. An art academy in the US reportedly found out that stu-
dents who entered a programme of study without a selection procedure caught
up with the students who passed an admissions test in terms of their artistic

and design skills within a year. Someday we could try to verify that here.

Jacqueline Holzer: What criteria do you look at in the admission procedure?

Monika Gold: We demand high-quality works with creative density that ex-
press energy, their own groove. If someone stumbles along the surface and
is not willing to dive into a task, and shows little interest in creative expression,
that is a bad sign.

compare the Bache-
lor’s projects our
students submit
three years later with
the rankings from

the admission proce-
dures, it becomes
clear: Even we
make mistakes some-
times.




makes study-

ing design so
special: There
are no obvious
solutions, there

are many

possibilities,
and many are
right.

ducing the new modules «The
Voice» and «The Pitch» in an attempt
to bring the discourses that are

Christoph Schindler: Energy is the most important criterion. The stu-
dents must explain convincingly why they are applying, where they
want to go. At the same time an artistic aptitude is required,
an attitude to culture and society, social competence.
There must be a foundation upon which one can build.

We thrust
them out into the
world from day one,
which may well be
unpleasant and
sometimes even
overwhelming,

Jacqueline Holzer: What do the students learn in your programme?

Monika Gold: They learn to translate ambitious messages into
interesting and contemporary creative solutions, and how to
communicate visually, to convince with their creativity and their
technical skill. And they also learn how to critique confidently.

Christoph Schindler: Students acquire various compe-
tences. They think and design products by recognising new
needs, explore material cycles and even integrate theories of be-
havioural economics. They find out who they are, where they want to
go and which individual fields they want to develop for their profes-
sional activity.

San Keller: That last statement is true for us as well. Our instruction

in the basics is more individualised: You can acquire knowledge about

materials, but you do not have to if your path takes you in a different

direction. Our training concentrates strongly on the context and the

surroundings. We thrust them out into the world from day one,
which may well be unpleasant and sometimes even overwhelm-
ing. They learn to make contact with the surroundings that inter-
est them, and to find out how they react to this setting and how

the setting reacts to them. <Trial and error» is our motto. Formats like

the internship, the semester exchange and the Werkschau [graduation

show] encourage this external orientation. In the new curriculum we

are also introducing the new modules «The Voice» and «The Pitch» in

an attempt to bring the discourses that are important to students into

the university, and to encourage them to direct their projects outward

and not simply rely on their resonance in the academic microcosmos.
This is also a provocation for the students and instructors, not to un-
derstand the university to be merely a «<safe space.

In the new curricu-
lum we are also intro-

important to students into
the university...

Monika Gold: The basics cover explicit and implicit knowledge of
the graphics field, and they also learn how to work independent-
ly. They must first gain confidence in working with various me-
dia and with visual communication. Second, they must have
the ability to deal with the insecurity of the creative process.
They learn this through practice and training with increasingly
complex subjects. The instructors accompany them by offering
constructive criticism (this is why the students learn to critique
so well, which is not to say that they are able to take criticism
endlessly).

The students
accept these
critiques and reflect
upon them so that
they learn to evaluate
and grade them-
selves.

Jacqueline Holzer: What is the feedback you give your
students based on?

Christoph Schindler: The criteria are defined such that they do not
demand a ready-made solution. That’s what makes studying design so
special: There are no obvious solutions, there are many possibilities,
and many are right. There are as many paths as there are students. The
objective hereis also for students to develop their own personal profiles.
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| come back to an approach | became familiar with during my study of
architecture with Andreas Hild: Before the students start drafting any-
thing, they formulate a thesis which they then prove with their work.
This is different for each student.

San Keller: We do not give one feedback, but a variety of feedback
from guests, instructors, peersinindividual or group conferences. The
students accept these critiques and reflect upon them so that they
learnto evaluate and grade themselves. The goal is to use the proffered
feedback for one’s own work. Finding one’s own position re-

quires this confrontation with many voices and also the
openness to develop oneself for every contingency.

...not sticking to
specifications can
allow something
new to emerge.

Jacqueline Holzer: The Fine Arts Bachelor’s programme has a freer
training structure than the other subjects. Do the studentsin the design
curriculum have enough freedoms to develop their own position?

Christoph Schindler: In the first semester there are clearly
defined course contents with 80 % live class instruction. The
counterpart is the independent Bachelor’s thesis, which represents

the transition into professional life. The modules between create a
transition from fact- and knowledge-based modules to the estab-
lishment of one’s own profile.

Many at the
university travel
this path, but I did so
alone, with all atten-
dant insecurities. And
this made me
strong.

Monika Gold: Our programme is similar in this Today I would

respect: The longer they study with us, the more probably go into
freedoms they have. Yet there is difference from marine biology,

the product design curriculum. Our skills are very :
flexible, they can always be interpreted against the forestry Or environ-
grain. At best, not sticking to specifications can allow something mental science -

new to emerge. and would have

found my way to

design from this
foundation.

Jacqueline Holzer: With the benefit or your experience, what would
you study today?

San Keller: | trained as a structural draughts-
man and come from a milieu that did not afford me

the security to do something on my own. Many at the university travel
this path, but | did so alone, with all attendant insecurities. And this
made me strong. When | do projects today, | organise an environment
that encourages my thinking. Anyone who lands at an art university
from the start is lucky.

Christoph Schindler: The times have changed a lot. Back when | stud-
ied, the challenge of climate change was known, but not yet so acute.
Today | would probably go into marine biology, forestry or environmen-
tal science - and would have found my way to design from this foun-
dation. Among our students we see that they often come after gradu-
ating with a different degree and come to us to link what they have
learned with what they can learn from us.

Monika Gold: | have four professions, myself. The first is electrician

(telecommunications specialist); | wouldn’t want to do that training to-
day. My father was a radio pioneer. | guess | chose that field for his sake.
What | would certainly study again is graphic design, and design theo-
ry as well. And teaching is wonderful. Yet in all of these professional

fields | spend most of my time working alone. That’s why in my next life

I would like to play in a band. I've just started playing the drums.



Jacqueline Holzer: Do you train lone wolves, or do the students learn
to work cooperatively? How about the subject of authorship?

Christoph Schindler: The age of lone wolves is over.

Monika Gold: | have a slightly different take on this. Graphic design
students must be able to perform their profession alone. The majority
of the work is individual. Of course, for some jobs they work together
in teams with and for contractors. At the university they spend a great
deal of time with each other. When they are finished, it is difficult to say
goodbye.

San Keller: The concept of authorship is a central notion for us. The
tradition in film of naming all of the participants and what they contrib-

One has to be

careful of taking uted in the closing credits has not become established in the fine arts.
positions that are so There is an intensive discourse about authorship in art collectives,
extreme that they which also takes place in training. The question is how this can be re-
overshoot the students solved in the future - the idea of a genius can no longer be sustained.
and their employa-

bility. Christoph Schindler: ... a cliché that still persists: the ingenious lone wolf.

San Keller: That is why we are looking forward to this year’s documen-
ta, which will be focusing on collectives. In our Bachelor’s programme
there are also tensions in this regard: On the one hand there are those
who do their own thing. Others are studying education and bound to
contracts —asin graphic or object design. And there are those who are
politically active, who place these issues on their agenda with the ob-
jective of showing that sole authorship is no longer possible. In our
theory courses we analyse this <main narration» and «counter-narration:
How can an audience be changed such that it actually perceives that
authorship is collective?

...we often
move our activities
outside the university,
where no protracted
negotiations are
needed within
the existing
structures.

Jacqueline Holzer: If you could start from scratch to reconceive your
curriculum, what else would you want to realise?

Christoph Schindler: In product design we recognise the side effects
of industrialisation as the trigger for ecological and social instability
and understand that they are irreconcilable with models of a liveable
future. Our greatest wish would be to radically reconceptualise product
design to make it sustainable. But it’s a bit like in politics: One has to
be careful of taking positions that are so extreme that they overshoot
the students and their employability.

San Keller: The potential for collaboration between the fields of study
and beyond is still far from exhausted. The internal structures are still
hindering this power of diversity. For this reason, we often move our
activities outside the university, where no protracted negotiations are
needed within the existing structures. We do not want to establish
something that will endure for 20 years, we want to keep moving. The
university sometimes has the tendency to lag behind the times.

Diversity can
emerge within the
constraints of a
framework.

Christoph Schindler: That doesn’t have to be the case. | attended the
Milan Design Week, the shrine to consumerism in our field, where in
2022 the manufacturers still outdid themselves with new products. It
is the universities who dare to pose real questions about sustainabil-
ity. Our «No Thing New» presentation showed that our thinking is miles
ahead of the field. The challenge is to merge this thinking with the
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San Keller: That’s true, innovative thinking is possible at the universi-
ty. Nevertheless, | find that the disciplines can still do more to open up
and link with each other. The confrontations with diverse contents lead
to shared learning and bring consequences that change each field’s

praxis.

Christoph Schindler: It is an art to move inside a corset. Kees Chris-
tiaanse, who developed the overarching urban planning concept for
Zurich’s Europaallee, speaks of «freedom from coerciony, in this case,
from building regulations. Diversity can emerge within the constraints
of a framework. That’s how | see the case in the context of the univer-
sity structures.

Monika Gold: | would also prefer more exchange, forinstance, between
the programme heads - we could learn from each other. One subject
that concerns me is the traditional attitudes of my field. Although over
50 % of the students are women, the important role models are still
male lone wolves. The reality is often different, however: Women and
men who work part-time. They cannot delve as deeply into design and
thus have hardly any exemplary works to show. Which has a direct in-
fluence on the fact that they remain invisible in the community. Unless
we want to do without these talents, we need to look into more sus-

tainable paths.
Jacqueline Holzer: What do you wish for the students in the future?
Monika Gold: That they boldly strike out on their own.

Christoph Schindler: That they are courageous enough to make im-
pertinent statements.

San Keller: That they do not need any wishes.

The age
of lone
wolves is
over.




Linking
or Leaping
into the Voi

Two Teaching Examples on the Relation

between Theory and Praxis Speaking of
Silvia Henke th ways t(()llink .
The paper is dedicated to the relation between theo- impleiggc}?:t tﬁgzliss a

ry and praxis, which is central to our education and
isto be strengthened in the new curriculum. It pro-
ceeds from fundamental considerations about
learning and education and discusses the examples
of two classroom situations that could also be in-
structive for the future. The focus is on the ques-
tion as to what dinking) can mean concretely.

trench or gap be-
tween the two
concepts.

Speaking of ways to link theory and praxis implies training. Their secret goal was and is to strength-
that there is a trench or gap between the two con- en praxis through contemplation and reflection.
cepts. To check whether this is the case, it would Through concrete or exemplary mediation. This is
seem useful to outline, at least negatively, what theory’s demand on praxis.

one actually means when one speaks of theory
here and of praxis there. After all, this opposition
has determined educational programmes at
schools or art and design for decades and has oc-
casioned many publications and a great deal of
research.

Theory
and praxis are
interwoven,
because they both
proceed analytical-
ly and aestheti-
cally.

Conversely, are practices also theoretical?
To date this has been rather underestimated,
especially in education. For praxis is priori-
tised, be it secretly or explicitly, because it
is simpler and easier to observe, it is forgot-
ten that every practice remains related to a
| always find it helpful to understand theoria ac- history and a context from which it was formulat-
cording to its literal meaning of contemplation: It ed and can be comprehended. Practices, like the-
is a certain way of addressing an object of praxis. ories, are related, and thus relative to the contexts
The way the termis fine-tuned initially depends and situations in which they are embedded.

on the object itself: A television requires other ‘"theory 1S n(.)t

theorems than a still-life or a textile print. So merely what is So, praxis is not the antithesis to theory, and in-
theory is not merely what is abstract, grey, un- > abstract, grey, versely, theory is not the opposite of praxis. This
necessary, weak or remote from life, while unnecessary, is important: Theory and praxis are interwoven,

praxis is something certain, concrete and weak or remote because they both proceed analytically and aes-
strong that leads everywhere. For while allthe- > from life, while thetically. Both can get bogged down and become
ories relate to concrete formations, to expres- praxis is some- sterile if they believe they are valid alone. Prac-
sion, material, inconspicuous phenomena, thing certain, tices are never complete; on the contrary, they
they also relate to a social space and commu- d are often error-prone, sometimes feeble, or
nicative contexts - to discourses. This means: concrete an short-sighted and in love with themselves. By
Theories themselves also constitute practices strong that leads the same token, theories are never innocent or
which follow certain rules between scanning, everywhere. legitimate on their own terms; they are some-
seeing, understanding and knowing. For this, times sterile, parochial or even determined by the
vessels of theory were established at the schools syndrome of repetition.* Therefore, the mutual in-

of art and designin the 1990s, which developed a terrelatedness and relationship between theory
specific theory formation alongside their core 32 / 33 and praxis must be emphasised and investigated



in concrete teaching processes. Both in their re-
lation to one another and in the distance they have

from each other. Nowhere is this distance as clear
asin the difference between image and language.

Example 1:
Image and language are related

In the artistic and design process, language is of-
ten experienced as dissociative from the actual
creative process or artefact. The assumption is
that where language comes into play, there can
no longer be any praxis. This is why the use of lan-
guage must be differentiated: Language is never
theoretical per se. A joke, a polemic, a dramatisa-
tion, a mockery, an itemisation or a metaphor are
not theory; above all, they are linguistic and rhe-
torical mindsets. Language art. Nowhere is this
artistic dimension of language as clear as in the
rhetorical figures of the lyrical. Nowhere are lan-
guage and image so related as in the area of what
is known as speech tropes: in the metaphors and
their sisters, the metonyms.

To illustrate this, an example from a translation
exercise from the «Grundlagen visueller Kultur»
[Principles of Visual Culture] course using the
poem «Night Café» by Gottfried Benn. It is an ide-
al didactic poem, because in addition to the met-
aphors, it also features the so often underestimat-
ed device metonymy. And does so in its most fre-
quent form: The part for the whole (pars pro toto
and totem pro parte).

A joke, a polemic,
a dramatisation, a
mockery, an itemisation or
a metaphor are not theory;

< Fig.1Philippe
Schaufelberger,
Nachtcafé,
illustration, from
«Grundlagen
visueller Kultur»,
autumn semester
2012

Night Café

824: Der Frauen Liebe und Leben.

The cello has a quick swig. The flute

belches three bars away: supper was good.
The drum reads the end of his detective story.

Green teeth, acned face
waves to lids with styes.

QOily hair
is talking to open mouth with tonsils
faith hope and charity round her neck.

Young goitre fancies saddle-nose.
He buys her three beers.

Barber’s itch buys carnations,
To soften up double chin.

Opus 35: B flat minor sonata

‘Two eyes roar up:

Don’t squirt Chopin’s blood down here
so the pack can scuff about on it!
Enough! Hey, Gigi! -

The door dissolves: A woman.

Utterly dried out. Canaanite brown.

Chaste. Full of caverns. A scent comes with her.
Hardly scent.

Merely a gentle arching of air

against my brain.

An obesity trips after her.

- Gottfried Benn, 19122



shift and abridge reality, that metaphors are al-
ways a springboard for a second scene. Therefore,
the definition of terms is key to the relation be-
tween theory and praxis. Therefore, a written work
cannot consist of poems, not of Dadaist prose and
purely associative processes: Because without
precise reading and without terms we cannot com-
prehend, but only continue to associate and shift
over and again. Important to note here is that one
can make almost everything into a term and near-
ly everything can be investigated linguistically. Let
us take, for example: Arching. What an exciting
term, what animage! Ideally, analysis here results
in a back and forth between image and term that
is ever further refined. It yields an aesthetic think-
ing that no longer distinguishes between praxis

and theory.
To analyse the relation between language and im-  + Fig. 2 Example 2:
3 P . v Fig.3
age, | focus on the poem’s dgplctlon of persons: scupturingthe  Aesthetic, discursive, performative
How does one see charactersinapoem that works mind: Module «Bild
with the stylistic device of reductive metonymy? ;li?l‘;‘"r‘]'s:;r:;':’r In the over thirty years during which | have been
How does one see the cello, when it simultane- 2021, photographs  teaching at the university | have experienced the

ously designates the cellist? What does one see by the author

when a young goitre dances with a saddle-nose?
The depicture of the poem results in the conver-

linguistic turn (everything is language!), then the
iconic turn (everything is image!), then the spa-
tial turn (everything is space!). With the per-

Linguisti-

gence of language and image, which can approach . cahty and formative turn one could say that everything
each other infinitely, but never completely coin- 1magf:ry b(?th comes together, the disciplines, the media,
cide. Thisis the decisive factor: Linguisticalityand | operate in their own | and above all: the dimensions of theory,
imagery both operate in their own aesthetic, they aesthetic, they praxis and reflection. The performative turn,
cannot be linked entirely. The illustration by one cannot be linked / whichwasapplied, among others, by Victor

student (fig. 1) shows how the image strives to-
ward reification, while the language keeps the
abstract in suspense. There are and could

Turner from the performativity of theatre to
social sciences and gender studies (among oth-
ers by Erving Goffmann, Pierre Bourdieu and

entirely.

Because
be other attempts. What is also interest- . . Judith Butler), connects the search for conscious
) : . : without precise . : :
ing here is that the illustration trans- di d without and unconscious behaviour with the problems of
lates the scenery proceeding from a reading and withou knowledge and power as well as the alliance of
terms we cannot com-

metaphor: the utterly dried out wom-
an who enters the image becomes a

safari tourist, and the café a cavern.
Metaphors are suggestive. With some
sarcasm, the lyrical narrator arched with
a gentle scent is revealed. There
isnotheory about this poem,
there is only a reading,
which emerges through
sketches, conversation,
time and precision. Ul-
timately it is the ferms
that supply the tools for
comprehension. But the

everyday life and art.* Thus, the performative turn

prehend, but 0n1Y con- also belongs to the practical turn, which has

tinue to associate and
shift over and

again.

The pathos .
formulas, which Warburg
smuggled into the present like a
pearl diver from Antiquity, has
become the model for a visual
researching that connects

terms are also what generate the paSIYChe Wlth
the most resistance! This is the material expression
and cultural

paradox in working with students
of artand design. Their thinking does
not search for stability, their under-
standing with the visual world requires no
terms. However, | must insist that we only under-

stand with terms, that metonyms are figures that 34 / 35
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gradually become established, after sociology and
the natural sciences, in 21st century cultural scienc-
es. The performative would be the material and
media praxis of a certain production of knowledge.*

Practices connect with reality through their perfor-
mativity. They show, they express, they manifest,
they intervene, they relate, etc. As performativa

they also possess atemporal horizon, develop, can

reflect. Their reflectivity - insight, intuition, rec-
ognition and self-referentiality - emerges from

their aesthetic and medial-material constitution:

A mirroring, a narration, a pose, a profile, a crease,
arearrangement, arepetition, arotation, afissure,
etc.: All these performativa are figures of thinking
as much as of designing.’ With this potential

the performative can also be integrated into teach-
ing. For instance, when discussing the principles

of sculpture connected with the theory of Aby
Warburg’s pathos formulas. The pathos formulas,
which Warburg smuggled into the present like a

pearl diver from Antiquity, has become the model

for a visual researching that connects the psyche

with material expression and cultural history. Their
dynamic mode of action was therefore discovered

for educational theory, cultural education and art
education through art, where it is further refined

and developed.® When the students - be they seat-
ed, standing or reclining - spontaneously sculpt,
discuss and reflect their immediate mental state

in the context of the iconology of body poses (figs.
2-4), then they often experience that there is no

need to link theory and praxis: One is inherent in

the other. For both are forms of aesthetic thought.
Through a cooperation in the modules among

teachers oriented on art, design and science, we

hope that many other works will take shape!

> Fig.4 Explaining
the pathos formula
theoretically and
bodily: Pierre
Thomé visiting the
«Grundlagen
visueller Kultur»
module, autumn
semester 2021,
photograph by the

author

With the
performative
turn one could
say that
everything comes
together, the
disciplines, the
media, and above
all: the dimen-
sions of theory,
praxis and
reflection.
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Cooperation

as a Craft

Interdisciplinary Work As Work in New Contexts

Florian Krautkrdmer

The necessity of interdisciplinary cooperation has
been written about overand againinrecentyears,
primarily in light of contemporary crises. In areas
like sustainability, it seems clear to everyone that
the challenges we will be facing can only be
tackled together. Yet where it clearly makes
sense to link various technical and med-
ical disciplines, for instance, it is less
obvious what interdisciplinary work
can be within an institution that ap-
pears as homogenous from the outside
as the Lucerne School of Art and De-
sign. This potential can be explained in
greater detail by taking the example of
the +Colabor modules,! an interdiscipli-
nary area of study.

..itisless
obvious what
interdisciplinary work
can be within an institu-
tion that appears as
homogenous from the
outside as the Lucerne
School of Art and
Design.

Interdisciplinarity, like its oft-used sister transdis-
ciplinarity, is not a strictly defined method; rather,
it is better described as a way of working or an
attitude that proceeds from the fact that one’s own
abilities and knowledge are not sufficient for prob-
lem-oriented work.2 The primary tool of such an
attitude would be cooperation. In contrast to multi-
disciplinary projects like film production, for in-
stance, where there are set roles and hierarchies
as well as a clearly defined format for the result,
inter- or transdisciplinary cooperation exists in
more open spaces and therefore, like a craft, must
be learned especially. The following points, chal-
lenges and demands are relevant for such an in-
terdisciplinary cooperation understood to be an
attitude in the context of education at schools of
art and design.

utility and advantage in cooperation that extends
across what is taught within the disciplines.

Within the creative sector, interdisciplinarity also
refers to the development of aesthetic theory,
which, especially in artistic practice, no longer
aims at a materialised and object-based insulari-
ty with units of production and reception, targeting
a relational praxis instead of a solid end product.*
The aesthetic object connects and traverses, and
connects by traversing. It diffuses into various ar-
eas whichitchanges just asthese are changed by
it, prompting art theorist Nicolas Bourriaud to no
longer speak of forms, but of formations.’ As such,
what matters is not only familiarity with different
areas and various tools, but also knowledge about
differently oriented strategies, ways of thinking
and processes.

...disciplining,
which in Foucault’s
interpretation is
amodern
technique that
results in
normalisation,
routines and
conventions,
and produces
experts in classifi-
cation.

Moreover, in connection with interdisci-
plinarity, Marshall and Bleecker argue for
a linguistic affinity that emphasises not
only the overarching and connecting na-
ture of the word, but, above all, its con-
nection with the undisciplined.® Only
someone who leaves behind the conven-
tional can discover the extraordinary. This
is also reminiscent of another word stem
that is contained in discipline: disciplin-
ing, which in Foucault’s interpretation is
a modern technique that results in normali-
sation, routines and conventions, and produces
experts in classification.’

These advantages have a price, however. Not

Time Not everyone everyone can afford interdisciplinary cooper-

can afford ation, because it necessitates a great deal of
A critique frequently levelled at the academic . e e 1. additional mediation work. If the timeframe
way of doing work is that it proceeds from clear 1nterd1s01pllnary is too tight, one will sacrifice investing in co-
premisesin praxis and research, that one already cooperation... operation to time pressure and, accordingly,

knows beforehand where one wishes to land, rath-
er than beating new, unplanned paths.’ Indeed, a
contemporary understanding of interdisciplinari-
ty does not presume fixed and immovable bound-
aries between individual disciplines but sees a
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to fixation on the product to be created.

Especially in today’s academic training, time is a
luxury not to be underestimated. Not only internal
factors like the Bologna Process, with its patchwork



of verification points and the currency of credit
points, but also external factors like the economic
crisis, the increasing commercialisation of leisure
time, education and family are also responsible for
this.t Clichés about studying back in the good old
days aside, itis clear that students today are learn-
ing in an environment that is obsessed with pro-
ductivity.® While the permanent emphasis of an
uncertain future, as well as the frequently quoted
«jobs of the future» may, on the one hand, justify the
certainly necessary changes within education, at
the same time, they also provide for a permanent
atmosphere of instability and insecurity.

Spaces of
cooperation
are new spaces
which exist for
the duration of
the coopera-
tion.

This condition is exacerbated at schools of art and
design, because students are not only confronted
with a critical horizon of external expectations re
garding the purpose of their training, they are also
working in an extremely competitive climate that
setsin with the entrance examination even before
they begin their studies, and remains at a con-
stantly high level during their course of study
through constant calls for prize entries
and competitions.

The result is not only
«the relentless capture and

In the course of digitalisation,®
students today are faced with

a pluralisation of the communi-
cation tools used in their educa-
tionalinstitutions, whichaccompanies
them from their induction to their assign-
ments, and communication, all the way to
their final examinations, and stalks them through
seamless integration on their smartphones and
calendars into the very last corner of their leisure
time. Theresultis not only «the relentless capture
and control of time and experience»,! but also a
condition which does away with free spaces and

control of time and experience», but
also a condition which does away with
free spaces and makes doing nothing,
even outside of working hours,
seem like a waste of time.

feeling that shapes personalities, is largely avoid-
ed; how to deal withitis neitherlearned nor taught.
Butinterdisciplinary cooperation initially requires

that a shared basis be approached without any
practical application. In order to unharness the

transformative potential of received texts (be they

images, texts, films, etc.), not only time, but also

space isrequired. Space that does not hide behind

any particular room number, but whichis reserved

especially for this cooperation and differs from

the spaces in the rest of everyday university life.
The digital space, for instance, on Zoom, is not
such a space, for this is always the same, no mat-
ter whether I have one-on-one or group instruction,
or am meeting friends to hang out. Spaces of co-
operation are new spaces which exist for the du-
ration of the cooperation.”* They are characterised

by foreignness through new positions, institutions,
colleagues and topics.

However, it cannot be presumed that space, time
and new colleagues are themselves sufficient to
establish a culture of interdisciplinary cooperation.
Anyone who merely throws these elements to-
gether, hoping for the best, will generally receive
no more than the sum of their individual parts.
For this reason, special mediation and mod-
eration is needed, especially for heteroge-
nous teaching and learning groups.

Didactics

The challenge of interdisciplinary teaching is to
temporarily suspend dominant positions on the
basis of a knowledge advantage. The focus is not

only onimparting secured and targeted knowl-
edge, but also on creating a framework
within which new knowledge can be ac-

The

makes doing nothing, even outside of working _ tasks of | qyired. Forthis reason, there can be nei-
hours, seem like a waste of time.2 the instructors are ther layers of hierarchy based on con-
those of the ignorant tents nor can the object be to turn stu-

No area in the university or course of study
will be able to compensate for these factors,
butaninterdisciplinary area must react to them,
for instance, by creating a liminal phase which
students recognize as an opportunity to learn
something new that is not merely aligned with
what they’ve learned in their own discipline.

schoolmaster, as Jacques
Ranciére described in
his book of the

dents into specialists. The instructor
teams in the +Colabor modules are com-
posed of transdisciplinary teachers from
both theory and praxis, which allows the
co-teaching sessions to be performed as a dia-
logue that thematizes the interstices between the
heterogeneous parts. In this dialogue, teaching is
subordinated to an atmosphere of listening.1s

Space

. The tasks of the instructors are those of the
The leisure business responds to these changes FruStr‘f‘mon’ asa ignorant schoolmaster, as Jacques Ranciére
with ever more targeted offerings. On Spotify formative feeﬁng described in his book of the same name.
we hear what we like, and Netflix suggeststhe [ that shapes personali- \ This theoretical model concerns a didac-
next film based on the last one we watched. | ties, is largely avoided; | tics of equality which does not set out to
These days, precision of fit is expected in edu- how to deal with it is create spacesinorder to justify positions,
cation as well: Everything that does not match neither learned nor but rather «to make emancipated and

what has happened or what is aspired to is per-
ceived as bothersome. Frustration, as aformative

taught.

emancipating men.»* What matters here
is less what one person knows and the other
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But since
cooperation in
heterogeneous groups is
anew experience for many
students, this aspect re-
ceives particular attention
in the teaching of the
interdisciplinary
modules.

does not, but rather how to create a framework
and find suitable tools, primarily to support indi-
vidual progress in the process.

Cooperation

One of these toolsis cooperation, whichis central
to the +Colabor modules. Cooperation is funda-
mental for interdisciplinarity, but in contrast to
elsewhere, it takes place free of hierarchy in the
+Colabor modules. Here cooperation means work-
ing in new contexts.

Since most students should be used to working
in groups, this is where the understanding of co-
operation in the +Colabor modules starts. But
since cooperation in heterogeneous groups is a
new experience for many students, this aspect
receives particular attentionin the teaching of the
interdisciplinary modules. In keeping with sociol-
ogist Richard Sennett, the instructors thus seek
«to explore cooperation as a craft».!” Rather than
the pursuit of cooperation per se as an ethically
positive objective, the digital transformation has
made it a real necessity to support and develop
these abilities in a targeted way. Because the pur-
posefulness of digital knowledge management
along with the ubiquity of digital tools encourages
a high degree of individuality, the advantages of
overarching and intercultural communication
must be imparted expressly and intensively. The
foundations of cooperation are laid differently in
each module; they consist in the common topics
and contents. Various conceptions come togeth-
erhere and are aligned with real demands. In view
of the increasing tendencies toward encapsula-
tion and forming academic bubbles, such a reali-
ty check may be more important than ever. For
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Interdisziplinaritat in Design und Kunst

changes emerge not only when we bring topics
and discourses from outside into the classroom,
but also when «[t]he process of reform [is] re-
versed, by applying experiences inside the work-
shop to society.»®®

The six-week + Colabor
modules take place once a year
during the spring semester.
Over 300 students in their first
and second semester then
leave their discipline and select
one of 24 different interdiscipli-
nary modules.

Cf. Craig Bremner and Paul
Rodgers, «Design without
Discipline», in: Design Issues 29
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Cf. Judith Halberstam, The
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201, p. 6.
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We Know Where

We’re Going

but We’re Not

Sure Yet How
to Get There

Exploratory Strategies in our SNSF Project
«Collecting the Ephemeral»

Wolfgang Briickle and Rachel Mader

Finding a meaningful definition of explorative re-
search is no easy task: In one way or another, all
researchers claimto be exploring new terrain; ide-
ally, they hope they will be able to produce results
that may surprise even themselves. In fact, there
are difficulties with determining the very meaning
of the phrase: after all, the verbs «to explore» and
«toresearch» are rather similar semantically. Some
methodological discussions even content them-
selves with equating explorative re-
search to qualitative - rather than
quantitative - data collection.!
But then the humanities are
concerned almost exclusively
with qualitative methods any-
way. And the conception of ar-
tistic research, forinstance, rests
onthefactthatawide variety of very
different explorative practices are all considered
research even though they are not located in the
scientific community. So, are we merely dealing
with redundancy here? It might appear so in
the literal sense, but in substance this is not
the case. Explorative research can stand for
the integration of theory and praxis and was
therefore recently introduced as a key com-

..performance
pieces are hardly
ever purchased for
public or private
collections.

Explorative
1 - ~/ research can
S stand for the

+ Fig.1Dancer and Kunst», Lucerne integration petence in the training of stu.dents at the
choreographer School of Art of theory Lucerne School of Art and Design. In the fol-
Foteini Papadopou- and Design, . : f f _
lou gives a paper Emmenbriicke, and praxis... Iow.ln.g, we consider thl? competence by de
at our workshop 18 March 2022, scribing a research project currently under-

«Einiiben, Ausiiben. photographed by . . . 9 . .
Notationspraktiken Wolfgang Briickle way at our institution.? In this project we are

in der zeitbasierten focusing on a topic largely neglected by research



so far, and we respect the fact that applying un-
conventional methods is a requirement for our ex-
traordinary strand of investigation. In line with a
great deal of the research performed at our insti-
tution, this project is praxis-oriented; this alone
distinguishes it from most of the approaches com-
mon in the academic disciplines which are gener-
ally believed to be relevant for our subject. Grant-
ed, so many other approaches have claims to be
explorative as well. But we honour these
claims in a different way.

In our project, we investigate
performance art, yet without

a main focus on art-historical

analysis. Infact, we devote our
efforts to a change in this field
of aesthetic practice that has only
recently come to the fore: Even though
performance art has enjoyed anincreasein
attention over the last decade, with important

awards and retrospectives granted to artworks
and artists, performance pieces are hardly ever
purchased for public or private collections. Grant-
ed, some institutions, mainly in Great Britain and
the US, have started to integrate live per-
formances into their portfolio. But this
new tendency is still in its infancy. In

Our objective is to develop
principles and strategies for

It was difficult to

Switzerland especially, it has hardly say whether the

begun. This has as much to do with s_pecta1§ors were

the traditional self-conceptions of | Witnessing dance,
sculpture or perhaps

performance artists, who have long
considered their own involvement -
and indeed resistance to longevity - as
a central aspect of their intents, as it does

with the prescriptions of the collections and the

something else.

Fig. 2 Sound
competences currently available. On the curato- specialist Rudiger
. . Wenk a.k.a.
rial, conservational and legal levels, other funda- Phonoschrank

directs a practical
exercise in the
context of our
workshop «Eini-
ben, Ausiiben.
Notationspraktiken
in der zeitbasi-
erten Kunst»,
Lucerne School
of Art and Design,
17 March 2022,
photographed by
Wolfgang Briickle

mental difficulties result from the impermanent
nature of the works. These problems, in part con-
ceptual but also very practical, came to be our
starting point.* Our objective is to develop princi-
ples and strategies for the conservation of live
performances in art collections while accounting
for the unique constitutive parameters of the art
form - presence or the experience of authenticity,
the form’s own performative character or
ephemerality. In providing concepts,
best-practice descriptions, and guide-

Some might
lines for practitioners in the field, we have Saifges of
hope this project will be helpfulin /" . o chould

making live performance art desir-
able to collectors.

sink into the past, as the

irretrievability of the work is
the point of all performative
art!

As understandable as the motiva-
tion for collecting live performance
artworks is today, it would have appeared
quite senseless a few decades ago. One ex-

ample: In1961, Simone Forti performed Five Dance
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the conservation of live perfor-
mances in art collections...

Constructions and Some Other Things, an ex-
perimental investigation of body movements,
infront of an audience gathered in Yoko Ono’s New

York loft. It was difficult to say whether the spec-
tators were witnessing dance, sculpture or per-
haps something else. At that time nobody was

talking about performance artasagenreinits own

right. What was clear, however, was that they were

watching something entirely new. Should we be

deprived of this work? Sixty years ago, most peo-
ple would probably have shrugged their shoulders

and asked: What would be a plausible alternative?
Some might have said: Yes, of course the work

should sink into the past, as the irretrievability of
the work is the point of all performative art! Dec-
ades later, this was still the view of influential the-
orist of performance art Peggy Phelan.*Yet repeat

performances are day-to-day routine in theatre

and dance, where Forti’s works have their roots.
Also, if most early performance artists did not pose

the question as to whether their works should, and

how they could survive, this was above all due to

the fact that thinking into the future does not nec-
essarily occur to you when you perform an exper-
iment for what is possibly a rather small audience

in a private space. And this is perhaps how we

should think about the first performance of Forti’s

Dance Constructions - as an exploration of un-
charted territory. But today the piece is considered

a key work of the genre.

There are several reasons for preserving key works
of performance art. First, they can still provide
impulses for artistic explorations and aesthetic
experience. Second, some of them never entered
the canon of art history because of their ephem-
erality. Drawing them back into memory helps cor-
rect our historiographic narrative and destabilises
the existing canon - in the case of performance
art, this also means: restoring outstanding female
artists to their place in art history. Third, museums
are facing the necessity to expand their scope of



Constructions were added to the collection as one
of its first live performances; by now it is one of
the institution’s most-frequently loaned artworks.
The foundations for this success story were laid
in cooperation with the artist. Copyright issues
had to be negotiated, new instructions written,
criteriafor casting discussed, fees and conditions
for the transfer of experience determined in regu-
lar workshops.® Nothing similar had ever been
achieved anywhere else. And the Department’s
curator Ana Janevski states: «What’s nice is that
you can’t control everything in the agreement.»’
Which leaves open the question as to whether only
large institutions can afford to collect such works
orwhether smaller galleries might even enjoy more
latitude, and whether the complexity of the pro-
cess can be reduced to the point where purchas-
ing live performance artworks seems an attractive
option even with fewer resources.

responsibilities and tasks. Some of them see deal- * Fig. 3 Artist
Benjamin Sunarjo

ing with performance art as a possibility to posi- performs a draft The team of «Collecting the Ephemeral» deals with

ion themselves as a forum for events rather than i i is question using mixed methods, which we
tion th | f f ts rather th VerSIlO_n of his th t d method hich

. . WOrK-In-process . . .
amere storehouse for history. Fourth, it helps desta- perform:me strive to constantly adapt as new insights emerge.
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. . .y roject a e . . .
trievable. Younger artists develop modalities for aoﬂkshop cnter- search for little-noticed practices that could ena-
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. . . . . . ences, Institutiona .
even taking into consideration the time after their and Curatorial», ent way than we know from Phelan, or indeed
death. The so-called delegated performance is ;Ufe";eoschml of  some of the <heroes» of early performance art. We
. . rt and Design, . .
preparing the ground for this approach. But reac- Emmenbri]cfe, o3  cCollectsuccessstories from contemporary praxis.
tivations under ever-changing conditions have April 2021, photo-  \We review varying patterns in agreements and
K . graphed by .
been around from the start: Ono first performed Wolfgang Brickle  contracts. And we constantly exchange ideas and
her famed Cut Piece in New York in 1964 and then Fic 4 Artist Sari information with our project partners, who repre-
. ¥ 18. rtis arina . .
repeatedly over the next 40 years. And that is not sfheidegger sent several Swiss museums and one commercial
all. Curator Jill McDermid, once an art student explains the score  ggllery.8 They participate in our events, they report
. of her performance . . . .
herself, told us that there was a time when repeat- contribution to from their own praxis and they are involved in our
ing Ono’s work was considered standard practice ourprojectonthe  discussions. Their concerns and experiences - in
. occasion of a .
among her classmates.® The work has obviously meeting with our other areas of time-based art as well - serves as
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rain vague». Design, Emmen- utilising this pluralistic expertise will enable us to

272;?;33 2:; :noyﬂ, develop perspectives that are not only innovative
Lien Nguyen but alsointegrate practicability concerns.?In 2022,
we held a workshop to examine scores in collab-
oration with practitioners from the related areas
of sound art and dance (figs. 1-2). The purpose
was to encourage sensitivity among our team and

our partners to characteristics of aesthetic expe-

We frequently hear similar stories in our
qualitative interviews with specialists
from various branches of the art sector.

We talk with gallerists, curators, con-
servators, producers and archivists
in Switzerland and abroad. Over
and again, they face the same

conceptual and organizational

difficulties. Nevertheless, one of
the answers to our question is usu-
ally: Every case is different. As a conse-
quence, it is crucial to develop parameters

that are as flexible as possible in order to create
a method that can be successfully implemented.
After the high acclaim of its retrospective on per-
formance artist Marina Abromovi¢ in 2010, the

Museum of Modern Art in New York expanded its
Department of Media by adding «and Performance

Art» to its name. Three years later, Forti’s Dance

We assume that
utilising this pluralis-
tic expertise will enable us
to develop perspectives that
are not only innovative but

also integrate practicability
concerns.




rience which are difficult to determine and convey,
especially in ephemeral art. According to Paul
Feyerabend, theory is impossible to understand
without understanding the examples used in the
process of developing it.” In this respect, even the
obstacles in our conversations with guests and
partners proved revealing.

We also incorporate praxis into our theory devel-
opmentin adifferent way. As associated partners
inour project, we were able to enlist several Swiss-
based artists. They have agreed to develop over
the course of the project a live performance

which can be sold and reactivated - afirst We talk with

for all of them. Their preliminary work gallerists, curators,

is taking place in consultation with our conservators, producers
team; this enriches our perspectives and archivists in
with concrete problem cases (figs. 3-5). Switzerland and

abroad.

Hence, we are pursuing action-based re-
search, the roots of which extend back to Kurt
Lewin’s attempt to abolish the division between
theory and praxis. In other words: We are using
the experiment as a search engine, as Hans-Jorg
Rheinberger described the promise of a radically
explorative approach.' This approach is essential
for the success of our project. It presents an op-
portunity to escape methodological constraints.
Our research is initially explorative in the way we
obtain our knowledge. While this, as stated above,
is fairly old hat in the humanities, we are confront-
ed with an unusual necessity to redefine the field
of particular experiences and individual approach-
es, for instance, in continual conversations with
a wide variety of actors. Our research is also ex-
plorative in our procedural methods and approach-
es, which themselves are under scrutiny here, in
our practice-oriented overall objectives, and in
our concurrent treatment of the fundamental the-
oretical problems that inform this practice.

We are using the

experiment as a
search engine.
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How Workshop Spaces
Generate New Forms of Creating

Alexandra Pfammatter, Thomas Kniisel and Beatrice Alves Capa-Schilliger

Interweaving
Disciplines

The focal shifts brought about by the new curric- *

ulum have revealed that the idea of a workshop in
auniversity context needs constant rethinking and
adaption. To meet the ever-evolving needs of the
institution and its students, it is not sufficient to
simply provide tools and maintain project spaces.
The strong emphasis on transdisciplinarity, espe-
cially at the intersection of analogue and digital
technologies, requires an environment that allows
for flexible and collaborative working. Thus, the
compound of workshops located at HSLU! has
seen several conceptional and spatial restructur-
ings in the last years. This gave way for a stronger
connection between the individual hubs. The
workshop personnel has shown that these new
ways of operating are therefore not merely an ob-
stacle to overcome. They have created spaces in
which multidisciplinary becomes a defining
strength, which can clearly be seenin the work of
the students who make use of the facilities.

In the following, the projects of Simon Lanz (figs.
1-2), Julian Stettler (figs. 3-4), Noah Ismael Wyss
(figs. 5-6) and Nora Ziircher (figs.7-8) are exam-

Fig.1The project
evolving drones-
capes (2022) by
Simon Lanz (BA
Object Design)
questions the per-
ception of the or-
gan as a traditional
church instrument.
Lanz de- and
reconstructed a
variety of organs,
resulting in the
creation of several
new, experimental
pipe instruments.
A composition was
written specifical-
ly for the newly
developed sound
assets by collabo-
rator Tobias Lanz
(BA Sound Arts,
HKB Bern). The
work culminated in
a performance,

in which the physi-
cality and the
sonic connections
between the
instrument and the
space played a
central role.

ined in more detail. Through conversations with
those students, it is explored how workshops al-
ready encourage the interplay of digital technolo-
gies and traditional workshop processes —as well
as how the new curriculum will allow for even more
such ventures.

Dissolving boundaries
Lanz’ process, for example, was characterised by
working with existing materials. He collected used
organ pipes and created entirely new objects out
of them. In the wood and metal workshops these
were ultimately assembled into a myriad of exper-
imentalinstruments. Another crucial influence was
the interdisciplinary cooperation with musician
Tobias Lanz. Prototypes were made, collaborative-
ly tested and adapted until a final form was found.

Stettler created a multimedia work that combines
digital photography, print and installation. For his
project he built an automated camera and created
amodel of the Fee Glacier from online data. In the
final setup those different methodologies come
together as layers in a three-dimensional space.



The digital and electronic components of the
glacier is a being were created in collaboration
with the MediaDock. As a next step, the work was
finalised in the wood workshop.

The interplay of code and materiality is the
focus of Wyss’ project Dancing with

Robots. He compiled his own image vided bythe work-

dataset and used it to train a GAN shops not only made
(generative adversarial network). The | these projects possible,
resultingimages were theninterpret- \  they actively helped to

ed as objects and 3D printed. He sub-
sequently created moulds of them and
further experimented with varied materials
such as wax, metal and acrylic in the casting pro-
cess. In doing so, he primarily made use of the
various departments of the 3D workshop.

In Ziircher’s It Was All A Dream, the contrast be-
tween the digital and the analogue is a core theme.
In her process she used several 3D scanning and
modelling tools, adopting both traditional sculpt-
ing methods as well as software. She blended
them in a way that makes it hard to distinguish

The tools pro-

shape them.

1~ Fig. 2 evolving
dronescapes,
performance

46 / 47

between what was created manually from what
was artificially generated within her final output.
To achieve this, she taught herself how to use var-
ious 3D technologies with the help of the Media-
Dock team.

The tools provided by the workshops not only

made these projects possible, they actively helped

to shape them. Their capabilities, limitations and

the way they can be combined has an undeniable

impact on student projects. This can be seen

particularly well in Dancing with Robots. Here,
both the digital input from the GAN and the spe-
cific properties of the materials used contributed

their share of contingency. In Wyss’ case, this cir-
cumstance can be seen as an effort to reflect on

the implemented technologies. How an expansion

of the workshop benefits students can be seenin

Lanz’ process. It was the acquisition of a nylon

printer that allowed him to further refine and com-
plexify his work. But the introduction of new tool

brought not only new possibilities. It also effected

a change in thinking and a further adaption of

knowledge.



Fig. 3 the glacieris a
being (2022) is a work
by Julian Stettler (BA
Camera Arts). Using
time-lapse photogra-
phy, Stettler examined
several Swiss glaciers
and ultimately recog-
nized them as more

than static or passive
domains. By collecting
and contextualizing
time documents, geo-
graphic data, and oth-
er supporting informa-
tion, they are revealed
as vast, ever-changing
organisms - actors in

This holds especially true for projects that bring
togetheravariety of instrumentsin unique ways.
Several students made this experience when
translating between digital and analogue
working methods. While editing his data

for CNC milling, Stettler found that differ-
ent workshops require widely different

workflows and standards when it comes
tofile preparation. Just afew megabytes can
overwhelm and shut down such devices if the in-
formation provided is too complex. The opposite

occurred for Ziircher, who scanned manually pro-
duced clay figures. She had to deal with challeng-
es such as large amounts of data or the loss of
information through digitalisation. Eventually, she

integrated and even exaggerated some of these

unavoidable visual irregularities in her project.

Ultimately, collaborating in multiple workshops
challenges students to transcend disciplines and
create new thematic connections. Stettler de-
scribes this workflow as a kind of satellite situation,
inwhich he informs himself about the methods he
needs and then finds the appropriate place for

an interconnected web
that contains all forms
of existence. The in-
vestigation is present-
ed as abook as well as
avideo installation
that includes a model
of the Fee Glacier.

...the creators

become links between

the individual
spaces.

support. In this way, the creators become links
between the individual spaces. They carry their
acquired skill set and knowledge from one
place to another and thereby establish new
connections between existing areas. But
this process does not only occur between
the students and workshop staff. Another
crucial point is the encounter and ex-
change between participants from differ-
ent study programmes. Wyss, for example,
puts agreat deal of emphasis on such interactions
and credits them as a vital part of his process. Pro-
jects thus become interplays not only between
different technologies, but also between diverse
academic currents.

Creating access
Looking at how the workshops were accessed
during these projects, it is easy to see where the
new curriculum can do even better to promote
transdisciplinary approaches. In Lanz’ case, famil-
iarisation with the workshops began primarily
through the mandatory introductions during his



course of study. Here, aninitial overview could be
provided which would allow students to further
educate and specialise themselves. Thus, these
introductions also serve as facilitators of an
independent way of thinking and working.

Stettler, on the other hand, often became St‘ildY structure
aware of certain opportunities through will allow even
additional evening workshops. The new | more contact with

study structure will allow even more con-
tact with such offersinthe future. Last year,
however, it also became clear that reaching
studentsinthisarea cannot be achieved through
the course structure alone. All four participants
state that they visited the workshops’ new online
platform.2This is an opportunity to present various
practical tools and theoretical inputs and to con-
nect them with each other beyond disciplinary
boundaries.

The students’ diverse needs, which go hand in
hand with their unique ways of working, can pres-
entafurtherchallenge. This becomes clear when,
for example, Stettler’s and Ziircher’s approaches
are compared. the glacier is a being started from

The new

such offers in the

1 Fig. 4 the glacier
is a being, glacier
model close-up

future.
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apoint where amostly complete, research-based

idea needed to be implemented. In this case, many
technologies were utilised only because a con-
crete demand arose. Here, the workshop functions

primarily as a means of selective technical assis-
tance ata given moment. Ziircher’s project, on the

other hand, was more process-based. Her way of
working was characterised by constant experi-
mentation, which in turn influenced the overarch-
ing concept. In such situations, it is important to

support students with extensive information for
further processing and contextualisation. There-
fore, itis crucial to create spaces that are flexible

and responsive - providing refined assistance as

much as a stimulating lab environment.

A constant shift
These insights show that the new workshop struc-
tures bring as many opportunities as challenges.
Therefore, this reflectionis not intended as a pres-
entation of a definitive new state of the art. Rath-
er, it aims to show that the interlinking of disci-
plines and the resulting strategies allow us to re-
spond to the constant changes within a cultural



...using the work-
shops was not
only a means
for them to realise
their projects,
but also led to
subsequent
ideas and
discoveries...

context. They give way to new, important formats
- between theory and praxis, digital and analogue,
or art and design.

For instance, all the artists and designers inter-
viewed said that using the workshops was not only
ameans for them to realise their projects, but also

led to subsequent ideas and discoveries, which

were incorporated back into their projects. Wyss

specifically mentioned how he considers these

spaces and the opportunity to use them flexibly as

one of the major assets offered by the university.
This shows that a transdisciplinary approach does

not stop with the implementation of infrastructures

that allow such processes. The active communi-
cating and teaching of such concepts to students

is just as important a part of this development.

1 This network includes the room for photography lab and studio,
colours, the wood, metal, textile, as well as the MediaDock.
3D, digital fabrication, digital
printing and publishing, manual 2 https://sites.hslu.ch/werkstatt
printing and AV workshops, the

1 Fig. 6 Dancing

< Fig. 5 Noah Ismael

Wyss’ (BA Fine Arts)
Dancing with Robots
(2021-) addresses
the possible future
beyond a dystopic
conflict between
human and ma-
chine. Wyss adopt-
ed technologies of
machine learning
to then interpret
and translate their
outputs into haptic
bodies. During

the creation, exper-
iments with code
and materiality
constantly
informed each
other - resulting

in a collaborative
symbiosis be-
tween him and
artificial intelli-
gence>. The out-
come is a myriad
of objects that
emerged as much
from datafication
as they did from
the serendipity
which occurs
during manual pro-
cesses.




> Fig.7In It Was All A
Dream (2022) Nora
Zircher (BA lllus-
tration Fiction) ex-
plores the cine-
matic nature of her
own dreams. As
she combined digi-
tal and analogue
technologies,
Ziircher captured
the alienating,
often absurd feeling
of this ambiguous
state of mind. Four
of her nightmares
were illustrated as
printed movie
posters, each one
accompanied by a
short trailer. These
animations, which
can be viewed via
an augmented re-
ality application,
once again inter-
lace two different
realities with each
other.

1 Fig. 81t Was All A
Dream, digital 3D
modelling process



Against

Programming

On the Development of Cultures of Coding in Art and Design

Birk Weiberg

...the predominant
cultural technique of
digitality for art and design

tion.

The newly developed interdisciplinary curriculum
of the Lucerne School of Art and Design is organ-
ised around seven competences, which have been
identified as relevant for the future across all spe-
cialised Bachelor’s programmes. Digitality is one
of them and, as with any transdisciplinary com-
petence, the question is how to adapt it to the
specific contextin whichitis expected to become
productive. The following thoughts sketch one way
to do so but do not claim universality.

In academia, digitality, or «being digital», as Nich-
olas Negroponte audaciously called our condition

in contemporary technoculture,! has first and
foremost been the domain of computer sci-
ence. Thisis also the case for the prima-

ry practice of digital authorship: pro- ...computer sci-
gramming. Of course, other forms of ence has lost its
digital authorship (by means of monopoly on teaching
non-textual interfaces) exist, but they people how to write

would not do so without programming.
From this perspective, the predomi-
nant cultural technique of digitality for
art and design seems to belong to another
discipline, and thus requires strategies of appro-

priation. One form of symbiotic relationship be-
tween the disciplines is that developers program

smart tools which enable artists and designers to

create equally smart things. But in recent years,
computer science has lost its monopoly on teach-

software...

seems to belong to another
discipline, and thus requires
strategies of appropria-

...an approach
that today goes by
the name creative
coding.

ing people how to write software, so that more
and more initiatives not only address additional
groups but also developindependent
approaches to writing code.? As
Annette Vee observed in her book
Coding Literacy, «<programming is
too useful to too many professions»®
to be left to a single disciple alone
and its understanding of what pro-

gramming actually is. Thisis all the more
important as since the late 1950s computer sci-
ence has successfully framed programming as
aform of engineering, a practice that aims to solve
a specific problem or task efficiently and reliably.
Thisinstrumental conception of algorithms makes
perfect sense when thousands of programmers
write millions of lines of code that make planes fly
or cars drive autonomously. But it has little to do
with what individual artists and designers might
want to achieve when they waive much more in-
tuitive user interfaces in favour of structured text.

Parallel to the history of computersin science and
engineering there have, of course, been parallel
trajectoriesinartand design that often go back to
the same period inthe 1950s but lack the success-
ful institutionalisation of computer science. Com-
puter art, to give these parallel developments a
single comprehensive name, has been much more
fragile, emerging locally with changing focal points



or cultures, which often sailed in the slipstream

of computer science, e.g. by using its infrastruc-
tures for rendering graphics during night shifts.
A broader academic institutionalisation of com-
puter art started some twenty years ago notas art

but as design, an approach that today goes by the

name creative coding. This development began

with John Maeda’s software (and book) Design by
Numbers and his eponymous book Creative Code,
where he argues that designers should embrace

algorithms as a new tool.®* And the development
has probably come to a conclusion with the recent
Code as Creative Medium, edited by Golan Leviand

TegaBrain, in which adozen successful educators

in the field of creative coding reflect on their teach-
ing practices.®

Though the frequent use if the noun «code in this
context suggests a specific approach orautonomy,
the verbs «coding» and (programming» are usually
used synonymously. Likewise, | am not aware of
any discussion on the questions of whether it
makes sense to distinguish practices in computer
science from those in art and design more clearly
by giving them different names.” But this is what |
want to suggest to better understand how prac-
tices of digital authorship in art and design differ
from those in computer science and how they can
be developed further specifically in educational
contexts. From that point of view, the objective of

Coding uses
(or misuses)
machines but does

not necessarily con-

struct them.

When machines
start to learn, the old o :

. programming is the production of a
p_arad1grp Of, automa- coherent, functional piece of soft-
tlf)n’ which is _Closely ware, a program, a little (or not so

linked to engineer- little) machine that is hopefully neat-
ing, reaches (01‘ ly constructed to do a specific thing.
maybe crosses) its Coding, on the other hand, can be
limits due to its seen as a much more profane de-
foundation on mind- | homination of the practice of writing
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body dualism.

code, a piece of machine-readable
text that usually does something but
does not need to fulfil the same stand-
ards as a program. Coding uses (or mis-

uses) machines but does not necessarily con-
struct them. And lest this sounds as if coding is
simply an underdeveloped form of programming,
the humbleness that comes with my reading of
the term also has the advantage of reminding us
that the act of formalising language is at the core
of human-machine relations and a chance to re-
flect upon them.?

The crux of successful practices like creative cod-
ing is that the development of tools and frame-
works can lead to restrained applications and aes-
thetics (e.g., the typical complex hairlines of ear-
ly processing). When increased freedom of use is
put forward as an argument for working with code
ratherthan with GUI tools, which are based onthe
separation of complicated, functional code from
creative usage, this distinction is potentially
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blurred as creative coding tools become evereas- + Fig.1Joana a critical look, first at applications and then at in-
ier to handle. The better and more professional g';:f‘;‘;};‘:l‘fo"een'}i:;:’ terfaces of New Media, has led at least some
such tools become, the more one should be open |circle & Half, live  scholars to code itself. Perhaps surprisingly, the
to alternative approaches that cultivate transdis- ‘r’n°adni:§,p2‘;r1fgr' research subject of code studies is usually not
ciplinarity as a site of critique. One reference Spektrum Berlin, pre-existing code, whichis ofteninaccessible and
comes from Philip E. Agre, who was trained and a:‘r’fr‘i’fl::'i,';‘igzz‘; simply too extensive, but pieces of one’s own code
worked in Alin the 1970s and 1980s before turning that can interact with that of others. Coding here
to humanities to better understand the blind spots occupies an interesting ambiguous space be-
of his disciplines: «A critical technical practice will, tween humanities’ genuine medium, text, and
at least for the foreseeable future, require a split something that is directly actionable and poten-

tially expressive and creative. The blurring of
the distinction between traditional text
and computer code is further support-
ed by references to J.L.Austin’s
speech act theory, which is an as-
cription forthe first but description
of the latter. Thus, the insight that
code is an actionable language
that connects humans and ma-
chines can be seen as ground zero
for any critical approaches to code."

identity — one foot planted in the craft work of de-
sign and the other foot planted in the reflexive
work of critique.»® While Agre uses the term de-
sign here to mean the purposeful approach he
found in Al programming, we might take it as
a placeholder for any distinctly applied prac-
tice that may have to limit its critical potential

to remain functional. The limits of intradisci-
plinary critique are something Agre encoun-
tered, and Alis a good example of the need for
aspace to think about the future of co-creation
between humans and machines. When machines
start to learn, the old paradigm of automation,
whichis closely linked to engineering, reaches (or

Perhaps surprising-
ly, the research subject
of code studies is usually
not pre-existing code, which
is often inaccessible and sim-
ply too extensive, but pieces
of one’s own code that can
interact with that of
others.

These inquiries by humanities scholars
have paved the way for new hybrid forms of

maybe crosses) its limits due to its foundation on teaching coding without losing a critical distance
mind-body dualism. to its applications. An excellent example here is
Aesthetic Programming by Winnie Soon and Geoff
Afield inthe humanities that developed in parallel Cox, which combines an introduction to the pop-
with creative coding in designis software studies, ular coding framework p5.js with critical theories.?

also called critical code studies.®® What started as Similar to more conventional introductions to



The ontological shifts
that come with this
practice, which does not
categorically distinguish
between material,
tool, notation and art piece,
are characteristic for more
than functional
usages of code.

programming, the individual chapters dive into
specific features of JavaScript and the p5.js frame-
work, but do soin connection with theoretical con-
cepts and art pieces. So, the chapter «Vocable
Code», named after an installation/performance
by the authors, does explain how to load data from
a JSON file, how conditional structures work and
how to animate text in a browser window. But it
also demonstrates how «code mirrors the insta-
bility inherent in human language in terms of how
it expresses itself, and is interpreted.»® With its
practice-based approach, the book here makes
intelligible what Soon elsewhere described as
«constrained writing»," i.e., our sensation of writ-
ing code according to the rules of the machines
but which echoes societal functions of language.

Acritical coding practice is also central to the work
of Joana Chicau and Renick Bell in their artistic
research project «Choreographies of the Cir-
cle & Other Geometries», where they explore al-
ternative conceptions of the web browser space
by means of live coding. The project makes the
framework developed by the artists available as
aninstrument for others and provides instructions
on how to use it in the form of a recipe.® The on-
tological shifts that come with this practice, which
does not categorically distinguish between mate-
rial, tool, notation and art piece, are characteristic
for more than functional usages of code.

1

Nicholas Negroponte, Being
Digital, New York 1995.

One exemplary grass-roots
initiative, which develops
workshops for various disci-
plines to empower them when
it comes to dealing with code
and data, is The Carpentries,
https://carpentries.org. Other
initiatives address specific,
marginalised groups that are
under-represented in computer
science without considering
specific disciplines at all.

Annette Vee, Coding Literacy.

7

The composite «creative coding
aims to do this, of course,

but misses the opportunity to
position coding as a counter-
practice to programming for
the sake of a simple alliteration.
Likewise, the attribution of
creativity to the usage of code
in art and design is taken as
easy prey and without much
contemplation. For an in-depth
analysis of the concept of
creativity, see the contribution
by Orlando Budelacci in this
issue, pp. 56-59, doi:10.5281/
zenodo.7418222.

Cf.Inke Arns, «Read_me, run_
me, execute_me. Code as
Executable Text: Software Art
and Its Focus on Program

Code as Performative Text»,

in: Media Art Net (2004), http://
www.medienkunstnetz.de/
themes/generative-tools/read _
me/scroll/ (retrieved 1 Sept
2029).

Winnie Soon and Geoff Cox,
Aesthetic Programming.

A Handbook of Software Studies,
London 2020, https://www.
aesthetic-programming.net
(retrieved 1 Sept 2022).

How Computer Programming Is 8  One might also think here of
Changing Writing, Cambridge, code in relation to semiotics — 13 Ibid., 167.
MA 2017, p. 12. a connection that is beyond the
scope of this article. 14 Winnie Soon, «Vocable Code»,
Cf. Grant D. Taylor, When the in: MAI (10 Nov 2018), https://
Machine Made Art. The Troubled 9 Philip E. Agre, «Toward a Critical maifeminism.com/vocable-
History of Computer Art, Technical Practice. Lessons code/ (retrieved 1 Sept 2022).
New York 2014. Learned in Trying to Reform Al»,
in: Social Science, Technical 15 https://www.geometries.xyz;
John Maeda, Creative Code, Systems, and Cooperative Work. Joana Chicau and Renick
New York 2004. Beyond the Great Divide, Bell, «Choreographies of the
eds. Geoffrey C. Bowker et al., Circle & Other Geometries»,
Golan Levin and Tega Brain, New York 1997, pp. 131-157, in: Critical Coding Cookbook.
Code as Creative Medium. here p. 155. Intersectional Feminist Ap-
A Handbook for Computational proaches to Teaching and Learn-
Art and Design, Cambridge, 10 Software Studies. A Lexicon, ing (2022), https://criticalcode.

MA 2021.

To position coding
in art and
design schools
against program-
ming as it is
taught in com-
puter science does

ed. Matthew Fuller, Cambridge,
MA 2008; Mark C. Marino,
Critical Code Studies, Cambridge,
MA 2020.

recipes/contributions/
choreographies-of-the-circle-
other-geometries (retrieved 1
Sept 2022).

These examples are far from being normative, but

they stand for a diversification of coding and pro-
gramming practices that must be seen as vital for
the formation of the digital technoculture we live

in. With its new curriculum, the Lucerne School

of Art and Design is attempting to develop trans-
disciplinary modules and transfer along-standing

tradition of combining theory and praxis to digital

environments. To position coding in art and design
schools against programming asitis taught

in computer science does not put one

above the other, but rather argues for
anindependent and self-assured claim
on digital technoculture by art educa-
tion, one that explores the situated-
ness and contingencies of technolo-
gies, and sees them as ameans not only
to employability but also to critical in-
quiry and public participation.

not put one

above the other...
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Creativity in the

Age of Artificial

Orlando Budelacci

1 Fig.1Kim da
Motta, How would |
walk, had I never
seenawoman
walk?, installation
view in the gradua-
tion show at
Lucerne School
of Art and Design,
2022

Intelligence

Artificial intelligence is in the process of conquer-
ing the world. It has already penetrated many

fields of application that were previously the sole

preserve of humans, completely inaccessible to

machines. What was unthinkable a few years ago

is about to become everyday reality: medical di-
agnostics take over the early detection of diseas-
es, chatbots respond to customer enquiries, facial

recognition is used to identify war victims and

drones find their targets independently of human

control. Advances in autonomous driving are as-
tounding, machines are winning against humans

with ease in chess and on quiz shows and assist-
ing and replacing humans for translation into doz-
ens of languages. Al technology is also being used

in the fight against increasing environmental pol-
lution, with robots sorting waste and controlling
transport systems to reduce emissions. Al algo-
rithms are present in our everyday lives, using big
datato control recommendation systems for stream-
ing on Netflix and ordering on Amazon. In short,
machines have already surpassed humansin many
capabilities and are influencing or controlling them

at work, in society and in the economy.

In view of the enormous progress in the field of Al,
the question arises as to whether there are areas
into which machines have not yet advanced. Al-
most always, the area of creativity and art is men-
tioned, which seems to be beyond mechanized
influence. The idea of machines continuously sur-
passing human intelligence has become a
threat to human beings’ self-image: what
will become of us when there are no more
areas in which we are not surpassed?
What if we are in the process of doing
away with the human being alto-
gether, without consciously
meaning to? If one asks what dis-
tinguishes the human being from
a machine, human creativity cer-
tainly occupies a special place.!
This aspect of humanity is full of mys-

What will become
of us when there are no

more areas in which we
are not surpassed?




teries and undiscovered secrets and not very ac-
cessible to rational understanding. How can we
succeed in simulating it if it is poorly explained?
Al systems use data to emulate artistic creation.
Their path follows mathematics and statistics,
not intuition and feeling. Understanding crea-
tivity is a key to understanding the limits and
limitations of Al.2

Creativity — whatisit?

While digitalisation and algorithmicization have
increased in the 20th and 21st centuries, society
has placed growing value and importance on the
idea of creativity. Being creative, creating some-
thing new, has become an unquestioned place of
positivity. There is no one who does not want to
be creative, no one trusts solely in the power of
tradition and the continuation of the existing.
The complexity of the world constantly
demands new solutions. Creativity
has taken on a new role as well as
new economic relevance, and
Hans-Ulrich Gumbrecht has already
asked whether creativity is a spent
term.?Itis nolonger assigned merely to
the realm of individual artistic self-develop-
ment, its place is no longer the margin, the
outside, the critical-reflexive of society; crea-
tivity has entered into a close connection with
capitalist production. The result of this connection
between creativity and capital or the economy is
called the «creative industriess. The concept of
creativity is of ubiquitous relevance in the present;
it has also entered into a close connection with
technology and design.*

There is no one

be creative...

In a general understanding, it refers to the emer-
gence of something new; a mental mechanism of
creative thinking that produces new results and
artefacts that have never been there before. It is
a multi-faceted term that, depending on how it is
used, denotes a process, a product or a skill. In
what follows, | would like to identify three main

The new does not
arise out of nothing,
it is constituted
relationally.

who does not want to

The new

process. It is an act of accessing the innermost
part of the human being. This access requires in-
tensity and passion; it usually occurs only if it has
been preceded by a preparatory process.

Secondly, the result of a creative act is new,
which refers to the fact that no identical copy
exists. What is new can be determined only by
reference to and demarcation from something
preceding it. The new does not arise out of noth-
ing, it is constituted relationally. The will to crea-
tivity presupposes dissatisfaction with what exists.
It arises from the desire to question the existing,
to insert a critical question mark and to design
something new: the world is to become a different
one. Creativity is always also implicit or explicit
criticism and resistance against old, handed-down
tradition.

Thirdly, the result of the creative act has a val-
ue that is meaningful. This is a decisive char-
acteristic: it is not an arbitrary result that is
evaluated as creative, but it corresponds to
certain expectations or the norms of a certain
discourse context that consider it to be qualita-
tively valuable.

I would like to explain three types of creativity on
the basis of Margret Boden’s valuable distinctions.®
These three types of creativity differ in terms of
the degree of novelty, i.e., in terms of distance
fromthe given, whichis present to varying degrees.
These three types of creativity all fulfil the previ-
ously mentioned characteristics of unexpected,
new and meaningful. They are not an alternative
proposal for labelling creativity, but indicate the
extent to which the creative act generates novel-
ty. Is it through the recombination of known ele-
ments (combinational), through the exploration of
astill existing element (exploratory) oracomplete
new beginning that radically breaks with its pre-
vious history (transformational)?

The first type is combinational creativity.

characteristics. This is interesting for the discus- pieces sound It refers to the recombination of already
sion of the creativity of machines because criteria similar and familiar, / existing elements into something new. |
are elaborated which provide a reference point for but they are not would include Al software like AIVA' or

assessing creative artefacts and processes.

Creativity refers to the result of a creative pro-
cess that is unexpected, that is, one that
could not be predicted and planned for.5 It
arrives unprepared and then suddenly, it
strikes. Depending on which vocabulary
one uses, one can speak here of an idea,
adiscovery, aflash ofinspiration ora spark-
ing idea. This moment is an unconscious ac-
tion that escapes conscious control. It occurs

independently of a rationally controlled thought

Itis an act of
accessing the
innermost part of
the human
being.
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copies.

Jukebox?; these programmes analyse
large amounts of data and recombine
theminto new pieces of music. The new
pieces sound similar and familiar, but they are not
copies. Jukebox is a neural network that gener-
ates music and also creates vocalsinawide range
of styles. It is also possible for Jukebox to com-
pose a complete piece of music based on a few
sequences of notes. The Bilderatlas Mnemosyne
by Aby Warburg combines existing pictures and
arranges them in new contexts. Collages also
function according to this principle, recombining




existing elements into something new. Examples 4
can be found in the works of Pablo Picasso, Georg-
es Braque and Max Ernst.

Fig. 2 Kim da
Motta, How would
I walk, had I never
seen a woman
walk?, Bachelor’s
project for Lucerne
School of Art and
Design, 2022

The second type is exploratory creativity. It ex-
plores and stretches boundaries found within an
existing style. However, there is no radical break
with what has gone before; rather, a dynamic fur-
ther development takes place. In the visual arts,
Pointillism can be understood as a further devel-
opment of Impressionism. It is a radicalisation
within the existing style. Another example of the
continuation and exploration of a style is Manner-
ism, which explores the forms of the late Renais-
sance and takes them to their limits.

. : ) . In the visual
The third type is transformational creativity. arts. Pointillism

This describes aradical break with existing can be understood as
works and a departure for new shores. In a further develop-
the visual arts, these are upheavals that ment of Impres-
involve rebellion and new beginnings. No sionism.
further development of an existing style, but
adisruption of previous conventions. Dadaism
rejects conventional art and is directed against

Inaddition toits function as atool, Aland itsfields
of application can be critically questioned through
artistic practices. Al is not a tool here, but an ob-
ject of investigation to explore the socially relevant
effects and implications of Al. The aim here is to
reflect on a critical relationship to this new tech-
nology and to make it visible through artistic prac-
tices. Kim da Motta’s final project in the Camera
Arts Bachelor’s programme critically examines the
practice of biometric recognition based on a per-
son’s gait, which not only identifies individuals
based on their gait, but also makes a binary cate-
gorisation according to gender. The work criticis-
esthe stereotypical binary gender categorisation,
due to the dearth of diverse data material used to
train the algorithm. Kim da Motta’s artistic work
highlights the fallacy of «discrimination-neutral
practices, which are a reflection of social reality;
they reproduce bias and contain distortions and
discriminations.®

Anotherway to apply Alin artistic practice
is to use Al tools to produce artistic
artefacts through language. The out-

handed-down traditions, constituting an act of Al and its fields of putis controlled through the input of
rebellion against the bourgeois value system of licati b words. The Al application Midjour-
art. The punk movement can be interpreted in application can be ney® produces four different images

the same way; it does not continue along the ex-
isting paths but breaks with previous conventions.

Artificial intelligence

and artistic practice
New artistic practices are emerging
that use the new technology of artifi-
cial intelligence as an experimen-

The third
type is transfor-

tal tool to extend artistic activity . matwy.ml CreatlYltY'
and to create or expand new This d?scnb.es.aradlcal
digital design spaces. Data is break with existing works
the material basis for artists to and a departure for new

create new visual artefacts based shores.
on the modification and manipulation

of data or training datasets.

critically questioned
through artistic
practices.

based on language input. This initial
input triggers the visual generation of
images. The results are amazing. New
visual worlds are created on the basis of
data without having to resort to human abilities
to imagine new worlds, impressions and moods.
Certainly, one can also state that the Al artworks
reproduce already existing artistic styles and ex-
plore them only in part. However, it is highly
doubtful that they might also possess transfor-
mational power, i.e., that they radically question
what already exists and advance into new dimen-
sions of artistic creation.




Human and artificial
creativity — an outlook

The examples show that Al applications such as
Midjourney and DALL-E 2 have advanced into
previously unimaginable new dimensions
of creativity through machines. The de-
bate on creativity can be boiled down
to the following question: what distin-
guishes human creativity from artifi-
cial creativity? A provisional answer
looks like this: The difference is that
human creativity residesinabody thatis
connected to the world through its senses.

Moreover, every human being has a subjective
approach to the world because of their history,
their origins, their thinking. Art is the result of a
continuous confrontation with the world,
with material, with other people and
also with the history of artistic prac-
tice.2 Moreover, creative work has a
meaningful dimension; it does not
come about at the push of a button,
but through effort and passion. Crea-

What distin-
guishes human
creativity from
artificial
creativity?

Creativity, under-
stood as a mental
process, takes
time, it is inte-
grated into a human

tivity, understood as a mental process, discourse and
takes time, it is integrated into a hu- value context,
man discourse and value context, which in turn is the
which in turn is the basis for the eval- basis for the
uation of creative achievements. Ma- evaluation of
creative achieve-

chine-made art operates with data
instead of passion, so that Al will be
able toimitate and extend humanly pro-
duced art ever faster. What does this mean

for art and human beings? Is Al merely a useful
tool that will eventually become part of artistic
practices? Or are we facing a revolution that will
require a radically new approach to art and crea-
tivity and, in turn, change human beings’ role in
the world?

ments.

v Fig.3Kimda
Motta, How would
I walk, had I never
seenawoman
walk?, Bachelor’s
project for Lucerne
School of Art and
Design, 2022

The teaching of
digital competenc-

es should be given

even more weight; in
particular, program-
ming skills should be
taught.

How is Al changing
art and design education?
The technological development of Al and the new
areas of application in the field of creative work
alsorequires achangeinartand design education:
the teaching of digital competences should be
given even more weight; in particular, program-
ming skills should be taught. It is crucial that stu-
dents understand how Al works, in order to be able

1 Max Tegmark, Life 3.0. Being

Human in the Age of Artificial Intel-

ligence, New York 2017, p. 53.

2 Marcus du Sautoy, The Creativity
Code. How Al is Learning to Write,

Paint and Think, London 2019.

3 Hans-Ulrich Gumbrecht, Kreativi-

tét - Ein verbrauchter Begriff?,
Munich 1988.

4 Andreas Reckwitz, Die Erfindung
der Kreativitdt. Zum Prozess
gesellschaftlicher Asthetisierung,
Berlin 2012.

5 Hanno Rauterberg, Die Kunst
der Zukunft. Uber den Traum von
der kreativen Maschine, Berlin
2021, p. 30.

to use it as a tool, to critically reflect on its
social impact, and to visually implement
it in artistic works. The bases for this
training are critical thinking and the

understanding of ethical and philo-
sophical debate about this new tech-
nology. Accordingly, these skills
should be deepened as well; they are
increasingly the basis and prerequisite
for critical reflection.

Margret Boden, Al. /ts Nature and
Future, Oxford 2016, p. 68.

https://www.aiva.ai
https://openai.com/blog/jukebox/
Orlando Budelacci, Mensch,
Maschine, Identitét. Ethik der
Kiinstlichen Intelligenz. Basel 2022,
pp. 118—125.

https://www.midjourney.com/
home/

https://openai.com/dall-e-2/
Richard Sennett, The Craftsman,

New Haven and London 2008,
pp. 119-146.
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Inquiring
Instead of

Guessing

Sustainable Didactics in the Textile Design Programme

Lilia Glanzman

Self-organised learning and individual learning path-
ways require new didactics - and thus also a new
self-understanding among teachers. As their role

is to coach classes of increasingly heterogeneous
composition, feedback from their students
becomes increasingly important. Alook at the
considerations of the Textile Design pro-
gramme, which trusts in evaluations with-

out grades.

Higher, faster, further - in our world shaken by cri-
ses, this motto is faltering. Certainly, the critique
of economic growth is nearly as old as the phe-
nomenon itself. Yet with the latest climate reports,
using resources carefully and distributing them
equally has reached the next level of urgency.

The term «degrowth> (or post-growth) is under-
stood to designate an economic framework and

form of society which has the goal of well-being

for all and preserving the basic ecological needs

of life. The first international Degrowth Conference

for ecological sustainability and social equity took

place in Paris in 2008 and established the English

terminthe international debate. Degrowth aspires

to depart from the economic and societal guiding
principle of <higher, faster, further» and its conse-
quences like acceleration, excessive demand and

destruction of the environment, toward values like

mindfulness, solidarity and cooperation. The goal:

aglobal society which enables everyone to lead a

self-determined life in dignity.

Encouraging a sustainable system
of values

Sustainability has long occupied the Textile Design
programme because of the early globalization of
supply chains. In the current curriculum develop-
ment, which we implemented starting in autumn
semester 2022, we are further strengthening this
field of competence. For one thing, we are instill-
ing all modules with the corresponding Sustaina-
ble Development Goals of the United Nations. Yet,
sustainable trade and circular systems are based
above all on a system of values in which growth,
numbers and profits do not come first.

To anchor such thinking and acting credibly and
to frame them positively, a system change must
be initiated: Our students should formulate their
own position, and it is up to us to reinforce and
accompany the development of this position -
which we do by renouncing the use of numerical
grades. Why? Because they have no room in a
sustainable framework, as they fuel precisely this



competitive striving for <higher, faster, further.
Therefore, we rely on a system that is based on
the differentiation between passed and failed.

Instruction with grades is outdated for other rea-
sons as well, as Bjorn N6te and Philippe Wampfler
relate intheir work «Eine Schule ohne Noten. Neue
Wege zum Umgang mit Lernen und Leistung» [A
School without Grades. New Paths for Dealing
with Learning and Performance]. Here are three
theses in favour of meaningful alternatives. First:
Learning requires motivation and trustin one’s own
strengths. Grades make learning more difficult by
shifting the focus to evaluation processes and
weaknesses. Second, tests conclude learning pro-
cesses rather than launching them - afterward,
emotions pertain only to the grades, and no longer
to what was learned. And third, experiencing one’s
own competences, conversations, feedback and
formative assessments encourage learning as a
process in a targeted way.!

This final point is of the essence for our intention to

teach without grades. Of course, clear criteria for
the quality of a work are also necessary if no nu-
merical grades are given - and feedback becomes

even more important. All the more so because the

new curriculum reinforces self-organised learning
andindividual learning pathways. This requires new

didactics as well as an expanded self-conception

among instructors. Their role shifts even more to-
ward coaching heterogeneously composed class-
es. Similarly essential in this context is students’
feedback to each other.

Developing learning processes in a
creative, self-regulated way

«Feedback takes place - consciously or uncon-
sciously — whenever people encounter each other.
And this happens on three levels: verbal, nonverbal
and paraverbal, as described in the Transmitter-
Receiver Model by Claude Shannon and Warren
Weaver», says Andreas Cincera, who has analysed
feedback intensively for twenty years. Because
«teaching must be formative», he also supports
instruction without grades. «That’s why a summa-
tive statement does very little good and is only
seemingly objective. Working with verbal feedback
means making substantive statements about the
quality of the process and the result and is thus
always topic-oriented.»

Andreas Cincerais head of advanced education at
the Bern University of Applied Sciences and teach-
es the foundations of psychology and musical ed-
ucation/didactics as part of the Master’s pro-
gramme at the HKB. He also teaches «Gestaltung
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des Feedbacks und der Gesprachsfiihrung im Un-
terricht» [Designing Feedback and Conversation-
al Skills for Instruction] at the Lucerne University
of Applied Sciences and Arts’ Centre for Learning,
Teaching and Research (ZLLF). In this course he
conveys the method of constructive critical feed-
back, the differentiation of interrogative forms, as
well as idiolectic conversation skills suitable for
instruction which are process-oriented and stu-
dent-centered. He is motivated by the desire to
accompany students with suitable forms of com-
munication so that they can further develop their
learning processes and projects creatively and
effectively in a self-regulated way. «This is espe-
ciallyimperative in the context of teaching without
grades», says Andreas Cincera.

This is why he advocates WIN feedback: «It is a
balanced model that emphasises the positive as-
pects of a person’s performance while showing
and initiating potential improvements.» WIN
stands for Wahrnehmung [perception|, Interpreta-
tion [interpretation] and Nachfrage [inquiry]. This
method was developed by Jenna Miillener and
Ralph Leonhardt at the Paddagogisches Praxis-
zentrum (PPZ). In addition to a qualitative empirical
survey in the framework of Jenna Millener’s dis-
sertation in 2005, the method’s application in
everyday instruction with numerous users was
depicted for the first time in a publication issued
by the PPZ in 2009.2

The feedback method is based on findings from
various disciplines. Among them, on Heckhausen’s
motivation theory, on constructivist didactics, and
on the communication theories of Ruth Cohn. Cen-
tral to the method is communicationin I-messages,
as well as remaining on the factual level, as Schulz
von Thun described in his 1981 «Communication
Squaren». It also entails the clear separation be-
tween observation and interpretation, as well as
the adoption of an appreciative attitude. «This ac-
knowledgement reinforces the counterpart’s abil-
ity to accept themselves, and thus simultaneously
the process of self-empowerment, self-efficacy, as
well as resilience.» Itisaccompanied by empathet-
ically connecting with the life reality of one’s coun-
terpart: «Ultimately, the point is to pay attention to
nonverbal signals and the setting, in order to guar-
antee basic conditions for possible approach be-
haviour», adds Andreas Cincera. And what is de-
cisive: «Always inquire, consistently and openly.»

Strictly Open Inquiry

The method of WIN feedback is directed toward
an encouraging, formative kind of feedback. It is
especially to be recommended when something
critical is to be said. WIN feedback follows a



precise protocol. First the person giving feedback
offers concrete, descriptive observations, then
they interpret these observations and make trans-
parent their own positioning, assessment and sub-
jective classification or evaluation. The final step
is a strictly open inquiry of the counterpart as to
how this reflection sounds, is read, or received.
The person receiving the feedback also has their
say and can express their reflection. Only then is
a definitive evaluation offered. «This approach is
perceived to be highly appreciative in feedback
conversations», he says. For: The person criticised
can understand a critical point much better when
perceptionis clearly separated from interpretation.?

This openinquiry, in addition to the response, that
is, the feed-back, is important above all for the
feed-forward: It gives indications and suggestions
for the direction of further processing - in short,
asking rather than guessing. «As a coach guiding
learning, | do not have to hypothesise», says An-
dreas Cincera. During the inquiries after feedback,
| can offer plausible explanations about why such
actions took place in such a situation. Then the
critique can even be revised. «This method also
generally helps to speak more openly about cri-
tique without the need to offer any justifications».
And: Designing feedback in this way is an impor-
tant prerequisite for reflection.

Idiolectics: Cooperation instead
of competition

Finally, a particular form of this inquiry is the idio-
lectic interview: Idiolectics is a tool of manage-
ment that picks up on the counterpart’s own lan-
guage and inquires about its individual meaning.
For: Coaching is effective - but only when it is
aligned with the individual requirements of the
recipient and adapted to the structure of their per-
sonality.*

In this way conversations conducted idiolectical-
ly can be used as an effective method, forinstance,
to provide advice about professional or artistic

challenges, and in education to guide processes

of learning or change. Providing solidarity and sup-
port fundamentally counteracts the tendency to

separatist thoughts of competition in the art and

design sector. To date, idiolectics has been applied

by persons with an educational mission, in all kinds

of consulting, in therapy and other health profes-
sions, and by persons in management and human

resources. «Research on the method is currently
underway and so far, has suggested high efficacy»,
says Cincera. Such idiolectic conversations can

take place over very short periods as «idiolectic

windows» or comprehensively over alonger period

in keeping with a narrative structure.

Important: The point is never to understand the
narrator comprehensively. The words, and espe-
cially the paraverbal and nonverbal signs, as well
as the preverbal signs evoked in bodily processes
through empathy, flow into interactions and inter-
ventions which are derived from these intuitively
and reflectively. The sovereignty remains consist-
ently with the narrator. This differentiates the
method fundamentally from a consultation during
which one’s own specific expertise is placed at
the disposal of the counterpart. It is a new didac-
tic instrument that renders the equivalence of the
coach and the person being coached - and thus
creates the perfect substrate for sustainable
teaching and values like mindfulness and cooper-
ation. Especially in the context of teaching without
grades, as it is practiced in the new curriculum of
the Textile Design programme, such new didactic
instruments and thoughts are needed.

1

2

Bjorn Nolte and Philippe Wampfler,

Eine Schule ohne Noten. Neue
Wege zum Umgang mit Lernen und
Leistung, Bern 2021.

Jenna Miillener-Malina, Beurtei-
lung der Unterrichtsqualitét

von Lehrpersonen. Optimierung
von Feedbacks bei Hospitationen
und Mitarbeiterbeurteilung,

phil. diss. [typescript] University
of Zurich 2002, pp. 31f.; Jenna
Miillener and Ralph Leonhardt,
Erfolgreich kritisieren im Berufs-
alltag, Uster 2009.

3 Cf. Miiller and Leonhardt.

4 Daniel Bindernagel, Schliissel-
worte. Idiolektische Gesprachs-
fiihrung in Therapie, Beratung
und Coaching, Heidelberg 2021.



The Permanent
BetaCurriculum

Between Clear Orientation and a Permanent
Development Process

Klaus Marek

«Helllooo! What did you learn last week?s For two years now ['ve
been hearing this question weekly from Daniele Catalanot-
to, a service designer and alumnus of the Master’s pro-
gramme in design at Lucerne School of Art and

'The process of developing a
curriculum does not end with the
completed curriculum.

The development
of the curriculum
follows the iterative design
process

The process of developing a curriculum does not
end with the completed curriculum. The imple-
mented solution - no matter how seriously and
conscientiously it was developed - is a prototype
that needs to be tested and evaluated. The find-
ings from one pass thus constitute the basis for
further development toward an improved curric-
ulum. If you are lucky, there is already a strong
basic consideration as a starting point. So start
with expert interviews and desk research on ex-
isting study programmes and possible profession-
al fields, consider the existing administrative
structure of the university and its overall curricu-
lum; be creative, model and visualise from this a
coherent curriculum, but observe it with a perma-
nent beta mindset, refine it constantly on the ba-
sis of feedback from students, instructors and ex-
perts, and in view of changing complexes of ques-
tions facing society and professional praxis.
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Spatial design is con-
cerned with temporary
and flexible spaces as well
as with communication
in spaces.

Design. Ever since we began developing
the new Bachelor’s programme in Spatial
Design, we agreed that I would accompany
the process by collecting my thoughts and
lessons learned, with the goal of pub-
lishing them someday. The contribu-
tion to this issue thus suits me well:
A first occasion to attempt compiling
this collection with many open endings.

Linkage makes the
difference
The development of the Bachelor’s
programme in Spatial Design be-
gan with a diagram in the anniver-
sary booklet «75 Jahre Innenarchitek-
tur 1942-2017» published by the VSI/ASAI,
the Association of Swiss Interior Designers and
Architects. The diagram spans a coordinate cross -
with one axis extending from «Architecture & Build-
ing» to «Design, Product/Furniture» and the other
from «Technology & Craft» to «Communication»,
yielding four fields of activity in interior architec-
ture.!In contrast to traditional interior architecture,
which can be positioned primarily in the quadrant
of «Architecture & Building» and «Technology &
Craft», spatial design is located primarily in the
quadrants of «Communication» and «Design, Prod-
uct/Furniture» (fig.1). Spatial design is concerned
withtemporary and flexible spaces as well as with
communicationin spaces. For spatial design, how-
ever,communication also means moderating and
accompanying the dialogue between the affected
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stakeholder groups in developing spatial concepts.
And this requires an expanded set of competen-
cies, for instance, when the task is to detect the
needs of users or to integrate theminto the design
process, or when analysis reveals that no new in-
terior architecture is needed at all, but rather spa-
tial interventions that have nothing to do with
building. The Bachelor’s programme in Spatial De-
sign thus does not occupy a specialized area of
interior architecture, as, forinstance, construction

tional fields in
interior archi-
tecture (VSI.
ASAI./Eckert,
J. etal., 2017)
with the cate-
gorisation of
spatial design;
however, the
occupational
field of spatial
design must
be expanded
(see fig. 2).
Fig. 2 Spatial
design
extends the
spectrum of

fields of activi-

The orientation of the
programme can be explained
best through appropriate
examples
The fields of activity in which the graduates of the
Bachelor’s programme in Spatial Design can apply
the competencies they acquire are obvious: work-
place design, design and health, retail design, in
tourism, in museums, in the design of public spac-
es, etc. - in areas where people, their needs, ex-
periences and adventures are the primary focus.

Workplace design, forinstance, is about explor-
ing the needs of personnel, their interactions and
forms of cooperation, integrating them into a spa-
tial concept and realising them in a design. The
possibilities of digital media are taken into account
in these processes, for example, to visualise the
allocation of workplaces or meeting spaces, orin
the design of hybrid or mobile workplace solutions.

In the very first year of study, Spatial Design
students learn the tools and methods of workplace
design by conceptualising and designing theirown
studio. They have to align their own needs with
those of their classmates, which teaches them
that design is not the work of a single person, but
of many - and that such a complex undertaking in
which the needs and values of various stakehold-
ers — other students, instructors, and also the uni-
versity administration - as well as structural pa-
rameters must be collected and analysed, and po-
tential solutions developed in a collaborative
process. From the very outset, design and con-
structive abilities are required, along with knowl-
edge about materials, colour, light and acoustics,
in order to derive, elaborate and realise a design

in existing contexts or scenography, for which the :,‘;,;;T;T:gfhe proposal from these findings (fig. 4).
solution is already prescribed; instead, it links digital space,
. o . . q from non-pub-

competencies from traditional interior architec- lic to public

ture withimportant future competencies and thus space.

extends the spectrum of potential problem-solving

strategies and fields of activity - from the physical Public Digital

to the digital, from the non-public to the public Space Space

space - and thus also the career prospects of the

programme’s graduates (fig. 2). The course of

study thus teaches competencies both in spatial R Exhibition ﬂ

conceptualisation and in designing, as much asin Urban Museum

5 5 5 . . . Design

visualisation and realisation. But it also

integrates tools and methods to de- They have to Bl st

tect the complex needs of users and align their own Trade Fair Design

stakeholders, to orchestrate needs with those of their Product, Design

flows in space and to concep- classmates, which teaches Interaction

tualise and realise designinter- |  them that design is not the Workplace

ventions. A third and final em- \ work of a single person, but of M Office N

phasis is teaching competen- many...

cies in design of and with digital

media, which have already become es-

tablished in all kinds of areas of life, or which prom- Physical Non-public
Space Space

ise new possibilities for use in the form of virtual
spaces and realities (fig. 3).



The holistic approach
of spatial design is intriguing,
but can also be dizzying:
Methods and principles offer
orientation

Spatial design is concerned with communication
in space, with the construction of space, with ob-
jects, with shapes, proportions, colour, materials,
light and sound, with interactions and spatial flows.
However, spatial design is neither graphic design
nor object design or interaction design - and not
even traditional interior architecture covers it com-
pletely. Rather, the ability to integrate all of the
aspects operating in an environment
into a useful and sustainable whole
is the key competence of spa-
tial designers (fig. 5).

This holistic
approach in-

This holistic approach in-
trigues our students, but can
also make them dizzy. They
can lean on parallels to other dis-
ciplines for support. The relation be-
tween spatial design and service de-
sign, interms of their process and methods as well
as their principles, is described by Davide Fassi,
Laura Galluzzo and Oliver Marlow in their paper
««Experiencing and Shaping>. The Relations be-
tween Spatial and Service Design». They explain  »
that spatial design as a discipline that deals with
the transformation and manipulation of space is
concerned not only with the perception of a space,
but also with the system of actions and interac-
tions that take place within it.* Of course, the prin-
ciples of service design cannot be simply trans-
ferred to spatial design; the relationship is rather
a mutual enrichment from which a specific ap- «
proach can emerge. Yet, the attempt to adapt the
principles of service design*to spatial design has
a certain appeal: (1) Spatial design is orientated
toward people: it takes the experiences of all

Experience
Spatial
Design
Space
Media

trigues our students,
but can also make
them dizzy.

Fig. 4 Workplace
design is a possi-
ble activity area
for spatial design;
project example:
First-semester
students in the
Bachelor’s pro-
gramme in Spatial
Design work
together to plan
their own studio.
Fig. 3 The Bache-
lor’s programme in
Spatial Design
teaches compe-
tencies from the
areas of spatial
design, experience
and service design
and from the new
media.
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people affected by a project into consideration;
(2) The spatial design process is collaborative:
Stakeholders from different areas and with differ-
ent functions are supposed to be actively involved;
(3) The spatial design process is iterative: It follows
an explorative, adaptive and experimental ap-
proach thatiteratively leads to realisation; (4) Spa-
tial designers work sequentially: They visualise
and orchestrate interactions in space as a se-
quence of connected actions; (5) Spatial design
is concerned with real problems: Needs should be
explored in reality, ideas made experienceable and
testable in reality; (6) Spatial design is a holistic
approach: Spaces, interactions and processes
should address the needs of all stakeholders
throughout the entire process; (7) Spatial design-
ers utilise spatial, digital and constructive design
competencies: Concepts are worked out, de-
signhed and realised in a specific space.

Developing a curriculum
is like building a house —
itisonly as good as
what happens inside

During the development of the curriculum, archi-
tectural thinking allows us to jump back and forth
between overarching concepts and detailsin order
to shape a coherent whole without losing sight of
the big picture. The first thing needed is an archi-
tectural concept (orientation of the study pro-
gramme) that fits in well with the surroundings
(demarcation from existing study programmes at



other institutions); then a clear, stable support
structure that allows flexibility (basic curriculum
concept); anidea of what the interior architecture
has to do (module descriptions as translation of
the competencies for professional qualification)
and an attractive, flexible design of the interior
spaces (projects and courses in which the com-
petencies are taught, as well as instructors to
teach them); and finally, a facade (external com-
munication).

But asin spatial designitself, the created space
is only as good as what is possible and can be ex-
perienced within it. But since the success of the
curriculum can be examined, and if need be, ad-
justed, only while the programme is in session,
flexibility is essential. Therefore, the curriculum

4th Order
Problems of

Fig. 5 «Spatial De-
sign and the Four
Orders of Design»;
adapted from
Richard Bu-
chanan’s «Interior
Design and the
Four Orders» (see
note 2).

Integration

3rd Order
Problems of

Spatial Design

Interaction

2nd Order
Problems of

Interaction Design

Construction

1st Order
Problems of

Industrial Design

Communication

Developent of design problems and design
disciplines inthe 20th and 21st centuries

should be structured as openly as possi-
ble without jeopardising stability and ori-
entation, in order to provide room for the
expertise of the instructors - after all,
they are not robots, but ideally agile
coaches, and the curriculum is no indus-
trial technical process, but a structure that
is supposed to facilitate individual learning.

«Student Journey» is more
than a buzzword
Studying is often regarded as a student journey -
derived from the term customer journey, which
service design uses to visualise the chain of expe-
rience from the users’ perspective. The concept
includes the phases before, during and after the
use of a service. The fewer the negative experienc-
es, the greater the satisfaction, the higher the rec-
ommendation rate. Up front: | am a fan of this view.
Not that | believe everything must be subordinated
to the positive experiences of our students - but
there are aspects that make this approach advis-
able: How good and timely our communication
with students is, how we organise instruction,

But since the
success of the
curriculum can be
examined, and if need
be, adjusted, only while

the programme is in
session, flexibility is
essential.

Graphic Design

more likely to gain
a foothold profes-

how transparently and comprehensibly we evalu-
ate performance, how respectfully we give feed-
back, what opportunities for exchange and feed-
back we offer.

And the journey begins with the students’ very
first contact - even before the admissions process:
The future students should feel from the first mo-
ment on that they are taken seriously, well advised
and at ease. They are beckoned with the reward
of important first-hand feedback: How did the ap-
plicants find out about the programme? Does the
information, for instance on the homepage or flyer,
appeal to them? How are they understood? How
can we shape the admissions process such that
students enrol enthusiastically and are eager to
begin with their studies? - This last aspect should
continue during the course of the programme as
well: For enthusiastic students are more likely to
be opento newideas, learn faster, develop exciting
projects, and ultimately are more likely to gain a
foothold professionally.

The future students
should feel from the
first moment on that they
are taken seriously, well
advised and at ease.

e udeﬂts are

usiastic ® to
more ¥ deas faster,

newl ’

, oS
op exciting proyec

...and
ultimately are

sionally.

1 Jan Eckert et al., «Zukunft — 3
Innenarchitektur 2017—-2042», in:
75 Jahre Innenarchitektur VSI.ASAI.
1942-2017, ed. Vereinigung
Schweizer Innenarchitekten und
Innenarchitektinnen VSI.ASAI,
Zurich 2017, pp. 64-T73.

Davide Fassi, Laura Galluzzo and
Oliver Marlow, «Experiencing and
Shaping. The Relations between
Spatial and Service Design»,
conference paper, ServDes2018,
Milan 2018.

4 Marc Stickdorn, Markus Edgar
Hormess, Adam Lawrence and
Jakob Schneider, This Is Service
Design Doing, Sebastopol 2018.

2 Richard Buchanan, «Surroundings
and Environments in Fourth
Order Design, in: Design Issues 35
(2019), no. 1, pp. 4-22, doi:10.1162/
desi_a_00517.



From

Flowing

Data to

Tailor-made

Sculptures

Teaching Design and Data Competencies
for the Data Design + Art BA

Isabelle Bentz

Ourworldis changing. It’s getting warmer, our life

is getting more digital, and we’re seeing the draw-
backs of globalisation. We are over-informed and

yet we have many questions for which search en-
gines cannot provide satisfactory answers.

With every digital act we generate data and thus
create areflection of our society. Can we

use these to tell stories that help us
to better understand the changing

Can we

world? How can we link, interpret use these to

and render data so that chang- tell stories that help
es become visible? And how us to better under-
cancomplexinterrelationships stand the changing
be made experienceable and world?

encourage people to think, dis-
cuss and act? How can an over-informed
and overstimulated society be reached
at all, let alone spurred to action?
Such questions and many more
are pursued by the students in
the Data Design + Art Bachelor’s
programme.

What role do
data play from the
perspective of

i ?
At the very beginning, the ques- design and art:

tion arises as to what data have to
do with design or art. But perhaps
this question must be posedin a different

way to approach an answer: What role do data
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play from the perspective of design and art? Why

are they important, and what are data, anyway?

For the Data Design + Art programme they are a

material from which knowledge and stories can

be gleaned - none that is easy to find and compre-
hend. Data change over time and space. They can

be as fluent or fleeting as they are solid. Their phys-
ical state changes when their context changes so

that they thus acquire new meaning. And they ap-
pearinall kinds of sizes - from «no data» to «small

data» all the way to «big data»; after all, no data

are data as well.

The constantly increasing relevance of datain sci-
ence, the economy, and society has yielded an
abundance of tools for their visualisation. Yet how
dowe learn to deal with dataresponsibly, to make
use of them meaningfully, and to find a suitable
language for dealing with them? Our students are
sensitised to the question of what data might be
missing in order to understand something of the
world and to be able to tell stories. Acquiring this
understanding requires time, and for DD+A the
way there is to repeatedly switch between differ-
ent media and methods. The very concept of data
as material implies also working in traditional, an-
alogue ways, and not always with the computer.
Creation that takes place by hand triggers a pro-
cess of reflecting on data and knowledge-sharing.
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Here the students learn a wide variety of tech-
niques and tools that exist beside cognitive and
computer work.

There are different approaches for how people can
confront data. Depending on whether they proceed
from arelevant study question, a certain objective,
or a visual experiment, the role of data use is at-
tributed a very specific meaning. The curricu-
lum of the Data Design + Art programme
reacts to this by differentiating in the
first two years of the programme be-
tween three basic types of modules:
Play, Think and Share.

Play

The Play modules are a kind of open playing field
for data experiments. They take place on various
levels - in terms of content, technically and aes-
thetically, with the focus on the human perception
of information. A frequent starting point is the
question as to what data are missing for us to im-
partanimage of our society and environment that
is as holistic as possible. The first task is to clarify
what investigations should be undertaken to ac-
quire data and their depiction, or, more openly, to
establish all of the places where data can be found,
and what information is even necessary. Precise
observational skills, openness for unconventional
methods and critical reflection play just as impor-
tant a role in this as the utilisation of sensors and
digital tools.

Stéphanie Kiser, forinstance, a studentin her third
semester, pursued the question as to how people’s
sense of security in Lucerne could be depicted.

...after all,
no data are
data as well.

After many walks around the city, broad-based

research for useful data, and multiple visual ex-
periments, a map application (fig. 1) emerged

whichvisualises the lighting data of Lucerne. How-
ever, she found the depiction of merely lighting
alone not informative enough. Instead, the appli-
cation was supposed to simultaneously query the

subjective sense of security of its usersinreal time

and make the collected values directly visible on

the map. The result is an interactive map that cre-
ates arelationship between objective and subjec-
tive data on the urban space.

1 Fig.1Dynamic map
with interactive
application. Re-
al-time linking of
lighting data of the
city of Lucerne
with subjectively
perceived safety
of users. Project
by Stéphanie
Kiser, 2021.

...precise
and insight-
ful data
handling....

Think
In contrast to the Play modules, the Think
modules generally proceed from data that
already exist. The primary purpose of these
modules is for students to learn precise and
insightful data handling. Working with data ex-
perts as Data Coaches, like representatives from
the statistical agencies of the cantons of Lucerne
and Zurich, from the sciences or partners from
industry, data are investigated, contextualized
and research questions developed based on stu-
dents’ own representations. In smaller groups
called Data Circles the foundations of the data
used are discussed: their acquisition, contexts,
and ethical issues. Studying Data Design + Art
thus also means taking three years’ time to
intensively examine current topics, to acquire
solid knowledge with the help of experts, and
to impart this knowledge in a visually under-
standable way.

..data as
material...

After many
walks around
the city....

Analogue sketches to represent information play
an important role, especially at the start of the
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programme. They enable the students to think
freely and to draft as many schematic or pictorial
forms of representation from a simple dataset in
the shortest time possible, and to test these for
the purpose of content and formal analysis. Later,
three-dimensional and interactive methods for the Data Circles

visual analysis and rendering of information are
alsointegrated into the design process. The
sketch (fig. 2) from Tim Zaugg, 1°t year
student of DD+A, shows an informa-
tion graphic analysis with data from
current research on the climate in
Switzerland. For this meteorological

...dissemination
and communica-
tion...

Analogue

¢ wera Mormawent

sketches to
RCP .5 REP2L represent
- gl@ue, \_ Information...
e,

Fig. 2 Information
graphic analysis
sketch on current
| climate research
data. Project by
Tim Zaugg, 2021.

form toimpart their findings or action targetsinan
understandable and unified way. From this yet an-
other new perspective emerges, which no longer
proceeds fromthe datathemselves, but fromthose
they address, from questions about the goals of
communication and the calls to action they entail.

Through this process, the prospective data de-
signers and artists develop an awareness of var-
ious user groups, regardless of whether they make
complex contents accessible to the broad public,
prepare a visual dataset for a scientific context,
or intend to pursue political data activism.

dataare investigated, processed and ...graph—

analysed visually, initially by hand and ically in code For this they deploy a wide variety

then with 'Fhe us.e of data wsuahsatpn_ with haptic models, of s_tat.lstlcal, a}nlmgted.anq inter-

tools and finally interpreted. The depictions alk-th gh active information visualisations to

illustrate two representative climate scenarios ot ?‘SW i rOl’? complement story-telling meth-
installations in

based on changes in precipitation for the year
2030, each with their maximum, average and min-
imum estimates. For this the new RCP Scenarios!
are deployed, which are based on greenhouse gas
concentrations and emissions. The RCP scenarios

space...

ods in the Share modules. They
realise theirideas graphically, in
code, with haptic models, or as

walk-through installations in space.
The analogue and digital workshops and the

were introduced, discussed and implemented ...inspiration MediaDock of the Lucerne School of Art and
along with other scientific tools in cooperation in the materials, | Design, located directly below the studio of
with the Data Coaches. machines and the Data Design + Art programme, are the

Share
The Share modules focus on the dissemination
and communication of information by

means of various formats for rep- ...in an under-
:jesei[ntatlon ar;jdfnarratlop. Thet_stu- standable and
ents proceed from an investiga- unified way..

tion on a subject of their own or link
back to one of the previous Think mod-
ules to search for a visually effective

0/N

technologies...

central base for these works. The students
findinspiration in the materials, machines and
technologies available here, use and combine
these in surprising ways, and in so doing find in-
novative routes for rendering and communicating
data and information - also in space. Precisely
because data occur primarily in a digital form,
physical locations and the durability and stability
they provide are becoming ever more important
forthe Data Design + Art programme. The location




Intensive
exchange with
various data
experts...

is both a site of action and a meeting-place forex-
change.? One format we work with here is data
sculptures, that is, three-dimensional depictions

of data which people can consider in relation to
themselves. They are one possibility to give aform

or face to abstract information so that it can be
experienced, comprehended, and even walkable.
This is true for both the finished sculptures and
the processin which the students create them.
The data sculpture Geh mit mir [Walk with /What stories do
Me] (fig. 3) was conceptualised and realised they tell one year
for die Werkschau 2021 by ’Fhe veryflr.st class afterward?
of DD+A students. How did our society and
we ourselves experience the pandemic and
its secondary phenomena? What stories do they
tell one year afterward? The walkable sculpture
invited visitors not only to look back on the Coro-
nayear they experienced while they walk through,
but also to reflect together on what changes it
brought within society and how we can deal with
them. Data sculptures thus create sites in which
people stop and share with each other. Here the
data sculpture is not only an informer and attrac-
tor, but also an initiator of conversations which
are more concentrated and committed than is of-
ten the case in the digital space.

Fig. 3 Geh mit mir
[walk with Me],
walkable data
sculpture on the
secondary phe-
nomena of the
Corona pandemic
by 2nd semester
students, 2021.

sites...

DD+A as a Platform
Fromthe very first semester, the curriculum of the
DD+A programme integrates experts from science,
industry and non-profit organisations. They bring
their own data into the studio and function there
as Data Coaches in direct cooperation with the
students who are processing their data. Intensive
exchange with various data experts thus becomes

Data sculp-
tures thus create ) \ith the third mission of bringing people togeth-

a catalyst for the students’ data competency. As
a result, they acquire their own expertise with a
view to developing research questions and their
(audio)visual realisation.

This close cooperation with external experts is
important because it not only prepares graduates
for a certain labour market, but also helps them
to actively shape this market. For example, while
the data dashboards frequently used today are a
means of depicting the acute status of generally
accepted facts, they are less suitable for open
discussions about data and their meaningful use.
Here formats like data sculptures, also on smaller
scales, have proven helpful and accessible. The
DataDesign + Art programme is thus expanded
from a mere training programme into a platform

er so that they can exchange and collectively
seek new, responsible forms of imparting knowl-
edge and data in a changing world.

2 Cf. Yanni Alexander Loukissas,
All Data Are Local: Thinking
Critically in a Data-Driven Society,
Cambridge, MA 2019.

1 Representative Concentration
pathways, http://www.pik-
potsdam.de/~mmalte/rcps/
(retrieved 23 Oct 2022).



The Correspon-

ding Groups

Eco!, cWo? and
Post! post?

An Emancipatory Practice of Art Education

Sahine Gebhardt Fink

in the sense of
mutual, responsi-
ble action, or an
approach de-

Inthe StudioLab of the Master of Artsin Fine
Arts programme, artistic strategies and con-
temporary discourses for our future social

cohabitation are envisioned and developed. tached from ,
. . concepts of artists
The central aspectsin StudioLab are collab- . e . .
) - . . individualistic
orative artistic practices and de-colonial re- .
h h career paths, is
search approaches. embedded in con-
temporary debates...

Our societies of the Global North see them-
selves compelled to address fundamental
changes in order to arrive in the 215 century with
new forms of social cohabitation that deliberate-
ly include animals, plants and other «critters», as
DonnaHaraway calls them.!These urgent current
discourses are taking place in the StudioLab of
the Master of Arts in Fine Arts programme, whose

12713

The central aspects in
StudioLab are collabora-
tive artistic practices and
de-colonial research
approaches.

< Fig.1Gang, Table
for Tinguely,
performance
during the exhibi-
tion Bang Bang,
Museum Tinguely,
Basel, photo-
graphed by Lena
Eriksson, August
2022

core is cooperation that spans academic years of
study as well as Majors. Organisationally, a form
of three corresponding groups within a single
StudioLab has emerged in contradiction to tradi-
tional concepts of education. This form of teaching
in the StudioLab, in the sense of mutual, respon-
sible action, or an approach detached from con-
cepts of artists’ individualistic career paths, is em-
bedded in contemporary debates - like those that
took place around the «lumbung» practice at
documenta fifteen.?

What distinguishes the specific structures of the
StudioLab? To answer this, | would like to refer to
Sollfrank’s analysis of the OBN (Old Boys Network).
She describesitas a «cyberfeminist network, that



was active from 1997-2001».2 What was special + Fig.2Plantsinthe ~ With the corresponding groups of Eco!, ;Wo? and

about it was its structure, built on micropolitical 't‘;t:'s‘fu“éi‘gz‘:;cr:';‘f Post! post?, artistic strategies and research ap-
currents. According to Sollfrank, it was precisely the Master Fine proachesin the StudioLab currently include three
these currents which proved to be relevant for a ?J;f;;‘::;'l‘; f::a areas: ecocriticism, post-humanism and ephem-
potential connection between politics and aes- Eriksson, August eral mediation. These are the nodes of the Studio-

2022

thetics. Continuing her explanation of OBN, she
states: «it required involvement and a sense of
connection to the field in order to perceive the
driving forces underneath the surface.»* In the
same way that OBN used the term cyberfeminism
despite its refusal to define it conclusively, the
StudiolLab, too, questions «formalized politics>
and has the aim to «move to a different territory,
filled with the desire to accept disagreement with-
in a framework of trust»® and thus shifts its soci-
etal, acute issues into a broader field of cultural
production.

For whenever future forms are to emerge, a con-
cept must encompass a «multitude of interacting
movements that permeate the social field, or [...]

collective structures and associations that are real

without being representative».t Similar to a flowing
organisation that always remains flexible and is

supposed to serve the needs of the changing mem-
bership and topics, the StudioLab is to remain

changeable: «between a network, a group, a tem-
porary collective, a structure, an infrastructure, or
a dust cloud».”

Lab. The StudioLab’s research is an artistic prac-
tice to intervene in the societal context, through

which artistic strategies canintervene in different
institutions and networks. Carefully structured

local cooperations lasting for several years are an

essential component of these corresponding
groups. One of our partners is Enrique Ramirez, a

visiting professor who proceeded from poetic de-
scriptions and critical observations of the environ-
mental damage caused by our everyday lives to

develop a new visual practice in exchange with

students. He comments on this work as follows:

«Where we live addresses the landscape as a crit-
ical place and potential common space, both

among humans and with all living things.»? Student

Hannah Beilharz remarks on her work, which

emerged in the framework of cooperation with

Enrique Ramirez: «Surface-Below is a video and

sound work exploring the transformative potential

of ecological grief within the context of the climate

crisis. The work examines the philosophical and

lived realities of climate change as a crisis funda-
mentally altering our relationship to the world, and

the possibilities that this shift offers.»



Varsha Nair, also a visiting professor in the MFA
programme, lives and works in Baroda, India and

is a founding member of the Womanifesto collec-
tive active in Asia.® For over twenty years she has

organised exchanges between artists for the col-
lective. During their meetings the artists work and

live together in the same location, come to an un-
derstanding about their specific issues and roles

as part of a community, and, at the same time,
create new formats for their works. In conversa-
tion with the author, Varsha Nair commented on

this as follows: «As co-organizer of Womanifesto,
| have been instrumental in setting up projects

that stretch beyond the traditional model of bien-
nial exhibition-making to produce intergenera-
tional and cross-disciplinary networks engaging
in workshops in rural Thailand, a multi-authored

art book publication, a digital exhibition and ares-
idency program.»

The Eco! group
Afurther essential foundation of the StudioLab is
interdisciplinary collaboration. The margins of the
European Western art business are questionedin
aproductive way by current artistic practices. The
group of students in the Eco field, along with
Elisabeth Nold-Schwartz and Peter Spillmann,
take a critical look at the topics cohabitation,
more-than-human, responsability, decolonization,

o

Fig. 3: StudioLab
group ¢Wo?, work-
shop with visiting
professor Enrique
Ramirez and
Sabine Gebhardt
Fink, photo-
graphed by
Enrique Ramirez,
March 2022
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post-anthropocentricism, coevolution and com-
panion species. Peter Spillmann postulates: «We
were never alone; many animals accompanied us
through the history of evolution; we became to-
gether.» In his own research project he also
works on the topic of cohabitation in interdisci-
plinary groups of architects, environmental sci-
entists and artists.

The /W0’ group

The students in the ;Wo? group led by Lena

Eriksson, lvana Lakic and Sabine Gebhardt Fink
understand their cooperation as field work. The

group uses feminist, activist and queer artistic po-
sitions to address core questions about artistic

performative mediation. Back in the 1970s already,
feminist positions were an approach to create a

connection between artistic strategies with polit-
ical concerns and societal agency, as Jessica

Sjoholm Skrubbe emphasised.® While the students

further develop their personal projects, each se-
mester they work collectively on a joint Woskope.
Lena Eriksson defines a Woskope as a format for
collective, action-oriented mediation of individual

projects: be it in the form of an audio walk, a blog,
afeature or a magazine.



The Post! post? group
The Post! post? group led by Studer/van den Berg
and René Gisler approaches its work with critical
visual practices, contemporary forms of teaching
art, and art in public contexts from the present de-
bate about collective authorship, post-humanist
art production and new life-worlds. Against the
background of post- and transhumanist designs,
they ask about hybrid body images and new spac-
es.They postulate: «Artificial intelligence, post-hu-
man and radical ecological thought converge in the
relativisation of the human position. The prolifera-
tion of worlds and possibilities effects a transfor-
mation, also in the concept of identity (of the body,
the subject, the artwork)», and asks: «Can we im-
agine post-human bodies - and also inhabit them?»*

The fundamental goal of the new curriculum is to
depart from the traditional forms and formats of the
art school. Through the StudioLab we can erect
viable, sustainable and long-term cooperations
with societal actors. The students have since begun
to maintain their own off-spaces and a virtual stu-
dent gallery, are building a garden in the courtyard
of Viscosiand founding a permaculture farm in Italy.
They are performing an intervention in the context
of the Zentral exhibition at Kunstmuseum Luzern
and collectively developing experimental formats
like «Mundraub», «Tavoglio» and even the «Gang».

1~ Fig. 4: StudioLab
group Eco!, excur-
sion to Entlebuch,
photographed by
Peter Spillmann,
September 2022

4
5

6

Donna Haraway, «SF. Science
Fiction, Speculative Fabulations,
String Figures, So Far», Pilgrim
Award, Acceptance Comments,
7Jul 2011, p. 2, https://people.
ucsc.edu/~haraway/Files/
PilgrimAcceptanceHaraway.pdf
(retrieved 1 Sept 2022).

https://documenta-fifteen.de/en/
lumbung/ (retrieved 1Sept 2022).

Cornelia Sollfrank, «The Art of
Getting Organized. A Different
Approach to Old Boys Network»,
in: On Curating (2021), no. 52,

pp. 120-125, here p. 120, https://
www.on-curating.org/issue-52-
reader/the-art-of-getting-
organized-a-different-approach-
to-old-hoys-network.html
(retrieved 1Sept 2022).

Ibid., p. 123.
Ibid.

bid.

7 Ibid.

8 Unless otherwise stated, all
quotes are taken from a flyer for
the Master of Arts in Fine Arts
programme of March 2022.

9 http://www.womanifesto.com

10 Peter Spillmann, «Wir waren

immer gemeinsam unterwegs,
die Kulturgeschichte der Cohabi-
tation ist noch nicht erzahlt!
Anstelle eines Pamphlets», in:
INSERT. Artistic Practices as
Cultural Inquiries (2022), no. 2
(«senseABILITIES — auf der Suche
nach einem anderen Erzahlen

im Anthropozandiskurs»), p. 1,
d0i:10.5281/zenodo.6772382.

11 Curating Differently. Feminisms,

Exhibitions and Curatorial Spaces,
ed. Jessica Sjoholm Skrubbe,
Newcastle upon Tyne 2016, p. xi.

12 In conversation with the author,

15 Sept 2022.



< Fig. 5 Performance
by Gang, during
the exhibition
Bang Bang,
Museum Tinguely,
Basel, photo-
graphed by Lena
Eriksson, August
2022

Vv Fig. 6 StudioLab
Days group Post?
post!, photo-
graphed by Monica
Studer/Christoph
van den Berg,
December 2021
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In Constant
Reflection
on Change

Sustainability in Higher Education

Jacqueline Holzer

Sustainability has become an integral part of the cur-
ricula for higher education in art and design. Lilia
Glanzmann, head of the Bachelor’s programme in
Textile Design, and Sebastian Utzni, the co-head of
the Bachelor’s programme in Fine Arts and Art&
Design Education, discuss the question of how they
are organising their disciplines to be ecologically, eco-
nomically and socially more sustainable.

Jacqueline Holzer: Today everyone is talking about sustainability -
a buzzword?

Lilia Glanzmann: A glance at our own training shows that sustain-
ability was not really part of the course contents around 20 years
ago. We studied the «textile chain». A great deal has happened
since then: Sustainability is reflected on all levels of the BA in Tex-
tile Design programme, be it with a view to the materials, to pro-
duction or implementation. Sustainability has become a firmly es-
tablished leitmotif.

A glance at our own
training shows that

sustainability was not really
part of the course contents
around 20 years ago.

Sebastian Utzni: | am practically a dinosaur in the field
of art: | produce physical works that are sold by art galleries. Our stu-

I produce

physical works dents gre right to call such forms of artinto question. Their work is more
selective, more ephemeral, and context based. For us as programme
that are sold by art - >
alleries. Our students heads, the decisive question is what the students want to do after
g R graduation. Their course of study opens a plethora of individualised
are right to Cal_l such training paths. This is where our responsibility for social sustainability
forms of art into

lies: The students receive a space of opportunity in which they position
themselves. During their studies they become familiar with the con-
texts in which they can achieve their goals after graduation.

question.

Jacqueline Holzer: Do they not face the risk of paradoxes arising
between their individual goals and those of society?

Sebastian Utzni: We do not train <total individuals>. Nevertheless, we
do focus on the students’ objectives. Our task is to critically inquire
whether these objectives are relevant for society. There is yet another
paradox: Sometimes it is more sustainable for the students to not start



> Fig.1Bachelor’s \ A\ ‘ ' ' '/

programmes —
Spatial Design,
Object Design and
Textile Design,
«No Thing New»,
installation, Milan
Design Week,
2022, photo-
graphed by
Maya & Daniele

Sometimes it is
more sustainable for the
students to not start the

programme at all.

the programme at all. We provide feedback to all candidates about
theirapplication at the 24h admission day. Sometimes we recommend
that they realise their ideas in a different context.

Jacqueline Holzer: How would you define the term sustainability?

Lilia Glanzmann: In Textile Design we use the Sustainable Devel-
opment Goals (SDGs) of the United Nations as an orientation
system. We have integrated these goals into the new mod-
ules. That means that we teach contents on sustainable
ecological and economic development as well as sustain-
able social development. Of course, the act of reflection
also plays a major role in our didactics: How can we edu-
cate sustainably? In our team we are by now convinced
that grades are no longer useful. For we do not support the
«faster, higher, further> system which is committed to an
unquestioned ideology of growth. We are concerned with de-
growth, with a more just distribution of resources.

In our team we are by
now convinced that
grades are no longer useful.
For we do not support the
faster, higher, further system
which is committed to an
unquestioned ideology of
growth

Sebastian Utzni: And we have also implemented this in the new cur-
riculum. In every academic year we design the dramaturgy of training

to correspond with the «plan, do, check, act> cycle. The last two steps

of the process, «check» and «act», are dedicated to evaluation and thus

to sustainability: Did the artistic process work? Isitin proportion to the

means that were deployed?
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< Fig.2Thomas
Baggenstos, Beats
Krokodil, 2022,
photographed by
Céline Brunko

In the first year we
try to focus on the

ecological goals; in the
second and third years
on the social
ones.

Jacqueline Holzer: Perhaps we could come back to the SDGs. In what
concrete ways are these implemented in a module?

Lilia Glanzmann: It is quite demanding to serve all levels, the ecolog-
ical, economic, and social. The new subject modules of the new curric-
ulum can serve as an example. They are assigned to SDG 12 «Ensure
Sustainable Consumption and Production Patterns» («Keep it Local»,
«Make it Circular»). In the first year we try to focus on the ecological
goals; in the second and third years on the social ones. The students
engage in an intense exchange of ideas with students from other dis-
ciplines like spatial design and object design as well as with external
institutions. What matters is that the students know the SDGs and
scrutinise their future role as designers.

Sebastian Utzni: Scrutinising one’s role as a designer or artist is es-
sential for us. Yesterday | talked with two students from other disci-
plines about their wonderful project in an IDA module. They worked
with algorithms that produce graphics with sleep data - and used
them to make blankets. My question was: Why should you make blan-
kets?Is the product really necessary to achieve your goal? In our K++V
programme there is a clear strategy which we demand from our stu-
dents: If you manufacture a product, make a shop to sell it. This rais-
es the critical question: Is the product necessary? And is the shop
necessary? Is sustainable, local production that is socially responsi-
ble at all possible?

Lilia Glanzmann: This questioning is important. At the Milan Design
Week, those of us responsible for Spatial Design, Object Design and
Textile Design chose degrowth as our theme. How can we distribute



> Fig.3 Thomas
Baggenstos, Beats
Krokodil, 2022,
photographed by
Céline Brunko

Ultimately it
was clear that the
only way to act con-
sistently would be to
leave the space

empty.

resources more fairly? This led us to intense scrutiny of our own activ-
ities: The trip to Milan required resources, as did fitting out our exhibi-
tion space. Ultimately it was clear that the only way to act consistently
would be to leave the space empty. Yetin order toinitiate the discourse
inthe atmosphere of the trade fair, we created the installation «<No Thing
Newn (fig. 1). This is not new, the Club of Rome served as a model. This
made it all the more important to question our role: What and how do
we designers and artists design and produce? As instructors - togeth-
er with our students - we must hone our capabilities for these times of

Yet for me it transformation. This is about more than the «fear of products. In the

is clear that a House of Switzerland we met young designers who design building

work that is rele- materials from brewery waste products. We are familiar with these

vant in the year 2022 | upcycling methods. Just posing the question about whether a

must address the blanket or a table is needed is enough to conduct an unconven-
topic of sustaina- tional discourse.

bility.

Sebastian Utzni: A convincing story about how artists provoke these

changes in thinking and acting is that of Hans-Dietrich Reckhaus. He

inherited a family business that produces insecticides. In order to de-
vice a market launch for a new flytrap, he collaborated with Frank and

Patrick Riklin of the «Atelier fiir Sonderaufgaben». From the outset they

asked about the value of insects. The result of this cooperation was

the «insect respect» label, the recipient of multiple awards. Today the

company’s primary product is compensation areas for insects which

ensure their survival. With their critical questions and artistic strate-
gies, two concept artists thus managed to transmogrify an entire sec-
tor. — Applied to our curriculum, this means that critical questions are

posed not only by us to our students, but by our students to us and our
institution. In the «Participation» module the students think about our
structures creatively and elucidate them with their knowledge, which

ultimately leads to a sustainable development of our institution.

Jacqueline Holzer: Are there students who critically interrogate
sustainability?

Lilia Glanzmann: Probably not in textile design. The students want to
scrutinise and modify existing processes and change them. Our stu-
dents include environmental scientists from the ETH Zurich. They are
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aware of the importance of sustainable, i.e., ecological action. Sustain-
ability is a cross-sectional competence in textile design. One exciting
example is this year’s final project Dreaming Tea Towels by Jasmina
Diggelmann. She worked in workshops with people with impairments
to develop a handwoven collection of kitchen towels and dishcloths.

Yet for me it is clear

Her work was ecological, produced locally, and offered space for others that a work that is
to sustainably develop their creative talents. relevant in the year 2022
must address the topic

Sebastian Utzni: Our students produce, and this is
justifiable. There are people who pursue a strategy in
painting. We do not want to talk them out of this. The discus-
sions on sustainability take place at many levels. Sometimes
they concern a solvent used, sometimes they are about the
sustainable effect realised by the pictures. We do not dictate which
sustainability goals they must fulfil. - Yet for me it is clear that a work
that is relevant in the year 2022 must address the topic of sustainabil-
ity. And | am convinced that a radical movement and change are need-
ed. Things are changing, fast, especially these days. The cycle «plan,
do, check, act> finds application for everything - including curriculum
development. We are already thinking further and reviewing our plans.

of sustainability.

Jacqueline Holzer: If you were responsible for the Lucerne School of
Art and Design, what would youimplement in the area of sustainability?

Sebastian Utzni: | would like to do away with the programmes. If we
would work together more, many material and intellectual resources
would not be wasted. The new curriculum paves the way for this. Yet
we are still far from the point where synergies can truly be exploited.
And: | would take the studios away from students, these wonderful
spaces that are so tempting to fill with ever more stuff. What would
happen if we spent a year in the world?

If we would
work together
more, many material
and intellectual resourc-
es would not be

wasted.

Lilia Glanzmann: | see the appeal of that. But |
have a different suggestion. Abolishing grades would be a sys-
temic approach. This would be a strong signal.

Jacqueline Holzer: And what consequences would that have for all of you?

Sebastian Utzni: It would mean more work for us, as we would have
to focus and analyse the students’ work more intensively. It is easy to
assign a grade. But providing truly constructive feedback that helps
the person and their work to advance is demanding. Just asitis simple
to work in one discipline, while interdisciplinary work is difficult and
laborious. For this to work our teams need to develop further.

Lilia Glanzmann: Perhaps initial effort is what is needed, because the
system boundaries are in flux. The activity of teaching and the role of
the instructor have changed a great deal. The more blatant the change,
the more profound the development needed.

Sebastian Utzni: Focusing on awork intensively also means reaching

one’s personal limits, admitting that there are things one does not know.
For example, this summer we had a student, Thomas Baggenstoss,
whose final project was to locate a koi carp in the local river (figs. 2-3).
Tofollow his projectinits entirety, would we need to have fishing knowl-
edge or spend day and night with him in a tent by the river? Did this

carp even exist? Orisit just agood story about our neighbourhood and

the environment? The students turn to other experts. This challenges

the way we perceive and occupy ourselves.



Jacqueline Holzer: How do you give the students feedback?

Lilia Glanzmann: We have refined our criteria. One approach, in the
sense of Andreas Cincera from the Centre for Learning, Teaching and
Research (ZLLF), is to give idiolectic feedback, i.e., we ask questions
and do not recommend any particularaction.* The criteria set by us and
by the students continue to provide orientation - especially for the
feedback onthe final project. We also obligate the students to evaluate
their work based on the criteria they set themselves. This is not a sim-
ple process; together we are learning a new culture of feedback.

Sebastian Utzni: In discussions with Yolanda Martinez Zaugg from
the ZLLF we determined that there will be no feedback without a plan:
At the beginning of the semester the students write a letter of intent.
We ask them to write what they have planned and how their projects
can be reviewed. We give them feedback at an appointed time. What
matters is: We live in a multi-perspective world, so there is no right
or wrong answer. The students receive diverse feedback from their
mentor, guests, peers, and instructors. Just yesterday it was time for
the responses to the students’ portfolios. Afterward, one student
asked me whether he could choose a different form for his work. Mara
Zust proposed designing an interactive website to presentit. In future
he will make the decision about his best path forward. Students
achieve this self-empowerment during the Bachelor’s programme if
they engage with these multi-perspective criteria and position them-
selves accordingly.

This challenges the
way we perceive and
occupy ourselves.

Welivein a
multi-perspective
world, so there is no
right or wrong
answer.

Jacqueline Holzer: What topics will we be occupied within five years?

Lilia Glanzmann: Spirituality perhaps? Sustainability remains an im-
portant topic. And if need be, the disciplines will further dissolve. The
students are already exemplifying this in their own biographies. They
graduate from the ETH and then continue with a design degree.

Sebastian Utzni: At the moment we are dealing with the question of
identity, that will certainly increase. And in any case, the future will
see us confronting existential questions that can also lead to absolute
climaxes. Many basic assumptions will be questioned. We may not
know how to pay for our daily bread, but at night we will go to the ul-
timate party.

We may not know
how to pay for our
daily bread, but at night
we will go to the
ultimate
party.

1 See the contribution by Lilia Glanzmann in this issue,
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(Product)
Design for

Sustainability

What Design (Education) Can Contribute to Sustainability

Dagmar Steffen

In the design community, as in other dis-
ciplines, the environmental crisis has been
misjudged and insufficiently addressed
for decades. But as the scale of the crisis
grows, so too do insights and creativity re-
garding how the problems of climate
change can be addressed, be it using the
methods and forms of expression of design
or through interdisciplinary exchange. Espe-
cially for students at art and design universities,
preparing for an unknown future entails the duty,
butalso the freedom, to experiment in a safe space
and to envision a possible and desirable transfor-
mation towards sustainability.

For almost five decades, the implications of shift-
ing from an economy and lifestyle that deplete the
earth’s natural resources to a sustainable post-
growth society have been misjudged. This is evi-
denced not least by the history of sustainable de-
sign, whichis, upon closer examination, a story of
small successes in the larger context of a funda-
mental failure. The failure consists in the predom-
inant assessment that the environmental crisis is
a «tame problem», believed to be resolvable
through «direct transference of the physical-sci-
ence and engineering thoughtways».! According-
ly,industrial designers, the majority of whom were
still caught up in the functionalist paradigm, lo-

For almost five
decades, the impli-
cations of shifting
from an economy
and lifestyle...

...that deplete the
earth’s natural
resources toa
sustainable
post-growth

...have been
misjudged.

cated the problem first in the material properties
of products: They were designed without any con-
ception for their potential repair or eventual dis-
posal after their period of use. During the first half
of the 1990s, efforts to redesign such products
thus marked the starting point of what Fabrizio
Ceschin and Idil Gaziulusoy called the «evolution
of the Design for Sustainability (DfS) field».2 The
exhibition catalogue Designed in Germany 93/94.
Design und Okologie, edited by the German Design
Council,documents this approach. Adher-
ing to the same thinking as this kind
of «green design>, the next level of
<eco-design» was initiated by Ursula
Tischnerin cooperation with Friedrich
Schmidt-Bleek of the Wuppertal Insti-
tute,? followed by the cradle-to-cradle

design approach developed by the architect
and designer William McDonough and chemist
Michael Braungart.*In accordance with the frame-
work of a circular economy, sustainable product
design followed principles including the elimina-
tion of waste and pollution; the reduction of ma-
terial intensity, energy consumption and transpor-
tation; the use of renewable raw materials, the
prolongation of products’ lifespan, and the recy-
cling of materials. Much technical-instrumental
knowledge and many research methods have
since emerged. For designing material products




...products
and the environ-
mental impact associ-
ated with them can never
be considered on their
own, but only in the
context of products’ use
and sustainable
lifestyles...

this knowledge is fundamental and requires con- =
tinuous further development. Nevertheless, at
Swiss design schools it has yet to be implement-
ed consistently in design education.

However, the eco-design and cradle-to-cradle ap-
proachesto product design are far from sufficient
to mitigate environmental disaster. The underlying
mindset of technical rationality and functionalism
ignores the fact that products and the environ-
mental impact associated with them can never
be considered on their own, but only in the
context of products’ use and sustainable
lifestyles - or in other words: in a larger
systemic context. De facto, this mindset
falls short behind the critical stance of
pioneers such as Victor Papanek,® Lucius
Burckhardt,® Jochen Gros™ and the Inter-
national Design Center (IDZ) Berlin, led by

Francois Burkhardt in the 1970s. These actors
questioned not only the technological prob-
lem-solving approaches of their age, but also the
growth paradigm of industrial mass production,
the associated Western work and lifestyle, and
last but not least, the aesthetics and semantics of
industrial-oriented Good Design. They agreed that
combating the environmental crisis mustinclude
adjusting social practices. The psychological hu-
man-object relationship, product semantics and

The
psychological
human-object rela-
tionship, product semantics
and ways of enhancing prod-
uct attachment were discussed
as well as do-it-yourself
concepts.

Fig.1The Treein
the Furniture com-
bines the use of
waste wood with
local craftmanship
and value creation
in unique pieces
of furniture. BA
project by Robin
Henseler, 2022
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ways of enhancing product attachment were dis-
cussed as well as do-it-yourself concepts. These
issues were reflected in several conferences, cat-
alogues and exhibitions, like, for example, Design
it yourself and Product and Environment.?

Later, these issues gained relevance in the inter-
national design discourse as well: From emotion-
al durable design, design for sustainable behav-
iour, product-service-system design, design for
social innovation, systemic design, and design for
sustainable transitions, the scope of concepts for
design interventions expanded from insular
concerns into a human-centric, systemic di-
mension.? This development of design for sus-
tainability is congruent with the extension
of the field of design as described in the tra-
jectory model of Klaus Krippendorff,®* which

indicated a progression from designing prod-
ucts to projects and discourses, and with Richard
Buchanan’s Four Orders of Design,* a framework
which reflects how the discipline has been shaped
and constantly transformed around the emer-
gence of new problem areas. Since the measures
needed to alleviate the environmental problems
extend into the highly complex social sphere,
where the conflicting interests of various actors
must be negotiated, it becomes clear that the
problems we are dealing with are not tame, but




...that the prob-
lems we are
dealing with
are not tame,
but have certain
characteristics
of wwicked
problems), which
must be ad-
dressed with
different ap-
proaches.

have certain characteristics of <wicked prob-
lems», which must be addressed with different
approaches.? The fact that some of the plane-
tary boundaries demarcating «A Safe Operating

Space for Humanity»® have already been trans-
gressed clearly emphasises the need to effec-
tively regenerate nature rather than merely refrain
from doing further damage.

Dealing with sustainability
in design education

Inrecent years, studentsin the Bachelor of design
programmes at the Lucerne School of Art and De-
sign have increasingly seen their position as future
designers at the heart of the conflict between
overproduction and waste problems on the one
hand, and climate change, scarcity of resources
and unfair working conditions in production sites
abroad on the other. Representing many fellow
students, graduate student Leila Saad addressed
these concerns with critical questions in her the-
sis: «What is the purpose of design today? What
is my responsibility as a designer? What does the
world need? How are product designers being
taught to navigate this crisis?»"

The Lucerne School of Art and Design is stepping
up to the challenge of educating art and design

< Fig. 2 The Hole
Story extends the
life cycle of cloth-
ing by turning
repair into an aes-
thetic eye-catcher.
Sample cards
show a wide varie-
ty of textile tech-
niques. MA project
by Anne Schiiter,
2019

students to be professionally qualified for a rapid-
ly changing world while at the same time preparing
them to shape a future that is worth living in and
safe for subsequent generations. With the latest
curriculum reform, the topic of sustainability and
transformation came to the fore more than ever.
The school started an Eco-Social Design Master’s
programme, for which advanced students apply
with an appropriately focused projectideaand are
enabled to enlarge and deepen their knowledge in
collaborative and practice-oriented design ap-
proaches. The Bachelor’s programmes, in contrast,
are still specialised in their given disciplines, of
course, but also conceived to sensitize students to
current and identifiable future challenges, provid-
ing them the opportunity to acquire crucial future
competences. The newly offered interdisciplinary
+++Modules, for instance, which are open to stu-
dentsinall13 degree programmes as elective mod-
ules, prepare them to deal with complexity, agility,
and the ability to cooperate. Students are required
to reflect on their own values and to take a stance
by bringing them into a project in a playful way. Top-
ics include, for example, «Eating Culture - More
than a Matter of Taste» and «City of the Future».
Doubtlessly, both are far-reaching and highly com-
plex fields, which suggest exploring the various
social, cultural, economic, and ecological dimen-
sions. But nevertheless, they allow low-threshold



Certainly,
communicating
what does not yet exist

by means of sketches,
prototypes, videos
and storytelling...

...and generating
public awareness
and debate...

access based on students’
own daily experience of eating
habits or places of residence. In con-
frontation with this, students should come
up with desirable and sustainable future
scenarios® that do not perpetuate exist-
ing reality but show and tell about alter-
native paths. Certainly, communicating
what does not yet exist by means of
sketches, prototypes, videos and sto-
rytelling, and generating public aware-
ness and debate, is one of the strengths of
the discipline and might allow students to ex-
perience self-effectiveness and look forward to
the prospect of meaningful participation in soci-
ety. Imagining and conceiving engaging proposi-
tions that lead to experiential lifestyles of suffi-
ciency isamuch-needed complementto technical
approaches or solutions. This will be all the more
important if the further course of the environmen-
tal disaster confirms the hypothesis that the future
cannot be «the same in green»: with the same
economics of growth and same consumer culture
as hitherto, but based on biological, renewable
resources rather than fossil ones. Various BA and
MA theses have already offered small windows
into various scenarios for a «<sustain-able future»"
by transfering theories and concepts into day-to-
day practice.

...is one of the
strengths of the
discipline and might allow
students to experience
self-effectiveness...

...and look
forward to the
prospect of mean-
ingful participa-
tion in society.
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Design

Managemer
to Foster
Condition
Conducive
to Life

Transformation and Regeneration

Guillermina Noél

What does
it mean to
educate young
designers...

Design has been in the main concerned with prob-
lems of making products, spaces and services.
David Orr proposes that design needs to shift to
problems related to the flourishing of life. He sug-
geststo educate adesignerthat «supports change
and is competent to do the local work of rebuilding
households, farms, institutions, communities, cor-
porations, and economies that (1) do not emit
carbon dioxide or other heat-trapping gases;

...design needs

to shift to prob-
lems related to the
flourishing of life.

What does it mean to educate young designers to
respond to planetary emergency? How do we ed-
ucate designers to repair the damage we have
created over the last 250 years? And how do we
educate designers to foster the flourishing of life?
This is at the core of the new curriculum in the De-
sign Management International programme at the
Lucerne School of Art and Design.

(2) do not reduce biological diversity; ...create possi- Three main sustainability areas in the
(3) use energy, materials, and water ble courses of new Design Management curriculum
with high efficiency; and (4) recycle action for more just

wastes. In other words, a constituen- and sustainable fu- When talking about sustainability, | refer to living

cy that is capable of building econo-
mies that can be sustained without further
reducing the Earth’s potential to sustain lifex».
Orr believes that most of our environmental prob-
lems are a consequence of poor design.?

Design education has a critical role to play in the
preparation of professionals ready to face the
world’s interconnected problems, and to foster
more sustainable ways of living. The Earth Charter,
a declaration of 16 values and principles, states
«the resilience of the community of life and the
well-being of humanity depend upon preserving
a healthy biosphere with all its ecological systems,
a rich variety of plants and animals, fertile soils,
pure waters, and clean air.»®

in balance with natural cycles. The ecosystems that
we are part of and rely on need to flourish; this re-
quires transforming how we live, and how we im-
agine living.* To transform the way we live and fos-
ter conditions conducive to life, it is essential to
become aware of how we live, and of the living
processes that are entangled with our own.

Fostering life-affirming conditions requires

...the living acquiring, expanding and developing
processes that knowledge, and a constant engagement
are entangled to question how we know what we know.
ey Without knowing what we know and how

we know, we are imagining, thinking, and
acting unaware that our knowledge and men-
tal models might be barriers.



Sustainability, understood as a process of co-evo-
lution, demands continuous community-based
conversations and learning.® For John Dewey, ed-
ucation is renewal. He states, «society exists
through a process of transmission quite as
much as biological life. This transmission

occurs by means of communication of

habits of doing, thinking, and feeling» ¢ _What habits of
What habits of doing, thinking, and doing, thinking, and
feeling are we transmitting to our feel.mg are we transmit-
students? How are these helping fu- ting to our students?

ture generations to contribute to all
parts of the ecology?

There are three main current approaches in design

...for

need to acquire, practice, develop and embrace
knowledge, practical and critical skills, analytical
and synthesis abilities, and diverse worldviews to
tackle «the complexinterwoven, transdisciplinary
issues involved in the redesign of our lifestyles».®
When designing for regeneration, designers help
foster systemic health at various levels: for people,
communities, and the planetary scale. Bill Reed
proposes a design process focused on the whole
system we are part of, the community, bioregion,
and earth systems. For Reed the design pro-
cessisaprocess of participation, engagement
in healthy relationships, a continuous learning
process that occurs in reflection and dialogue to
build capability for people and <more than human»

for sustainability: Design for circular economy, people, participants.®* Along the same lines, Daniel Wabhl
Design for transformation, and Design for regener- communities, argues that regenerative cultures are healthy,
ation. The three areas share a common overarch- and the plane- | resilient and adaptable.®

ing goal: to preserve, maintain, and foster the
health of our ecosystem. What connects

all of us, all living organisms, is life. What
connects all of
In her article, Dagmar Steffen has us, all living

already addressed design for cir-
cular economy.” Circular economy
focuses on cyclical manufacturing and

the use of earth resources. Design for
transformation pivots on human behaviours

and seeks to understand and propose more sus-
tainable ways of living. The Stockholm Resilience

Centre, a leader in transformation, asserted that
«creating a fair, prosperous world that maintains

and strengthens Earth’s life-support systems re-
quires transformative changes».® Similarly, John

Thackara considered that sustainability
is not something to be designed, or de-
manded by activists, politicians, and

policy-makers. Sustainability is for

Thackara an emerging condition re-
sulting from changes at many differ-
ent scales. Thackara proposed that the
type of growth that makes sense is the
regeneration of life on Earth.® Design for transfor-
mation applies transdisciplinary approaches to

co-design knowledge with multiple actors to de-
sign life-fostering actions. For Humberto Matura-
na and Francisco Varela, knowing is effective ac-
tion.” The authors alert us to be vigilant to the

temptation of certainty, «to recognize that certain-
ty is not proof of truth, ... the world everyone
sees is not the world but a world which we
bring forth with others».

organisms,
is life.

...sustainability
is not something
to be designed...

Design for trans-
formation applies
transdisciplinary
approaches...

Design for regeneration puts «life at the
center of every action and decision».? It cen-
tres attention on processes designed with com-
munities to restore ecosystems, foster resil-
ience, and reconnect people with nature. To con-
struct more sustainable ways of living, designers
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tary scale.

..regenera-
tive cultures
are healthy,
resilient and

adaptable.

...we think
in terms of
patterns and
contexts.

The current rate and kind of growth that or-
ganisations are seeking is not sustainable. In-
stead, what needs to be sustained is systemic
health, and what needs to be fostered is the ca-
pacity to recover vitality and rebound from col-
lapse. As Fritjof Capra and Hazel Henderson ar-
gued, we need to grow in quality, not quantity.
We need growth that enhances life quality.®®

A key ability to work in the context of design

for regeneration is to learn to live in participa-
tion. The way we relate to nature’s life support-
ing systems is not sustainable.! If the goal of de-
signers is to create conditions conducive to life,
we need to learn to participate in a unified and

living world.®® We live ininteractions, relations, and

interdependencies with others and with our eco-
systems. For Gregory Bateson, «learning the con-
text of life»® means learning to become aware of
the relationship. Living in participation implies

abandoning «competitive struggle» as a model of
evolution, and replacing it with cooperation. This

new understanding of life demands that we think
in terms of patterns and contexts.?

For the Design Management International
Bachelor programme, design for regenera-
tion requires learning new ways of looking
at the world, moving beyond the paradigm of
problem/solution, and questioning our beliefs and
ways of knowing.

In this context, a necessary change entails shifting
from understanding organisations as machines to
understanding organisations as living organisms,
networks that operate as a whole collaboration.2
Frederic Laloux noted that organisations that
evolve, called Teal organizations, are based not
on control, but on peer relationships, wholeness,
and evolutionary purpose. This relates to the



<Learning Organization>, a concept developed by
Peter Senge. He explained the principle using the
term Metanoia, a shift in mind that happens be-
cause of being connected, being generative and
part of something bigger than us.2

Learning communities are key in the context of
regeneration; their goal is transformative learning.?
This takes place in communities that talk, discuss
things of interest and concern, and form patterns
of relationships. Transformative learning involves
changes in perspectives and worldviews as they
relate to others. The new Design Management
curriculum expands the focus from design for cir-
cular economy, to design for transformation and
design for regeneration, to form professionals that
can foster more just realities and strengthen na-
ture’s life-supporting systems. This requires be-
coming aware of our habits and principles, includ-
ing how we come to know and discuss climate
change. Without this awareness we are acting
guided by a flashlight. Discovering that we need
to turn the flashlight off is part of the learning we
need to experience if our aim is to foster living.

Turning the flashlight off: Reorienting ing that we
attention to become aware need to turn the
flashlight off is

Inthe new Design Management International cur-
riculum, the focus is on transforming human ac-
tivities to improve living and working. Throughout
the three years of the programme, students en-
gage in constant inquiry processes. Basic ques-

Learning
communities are
key in the context of
regeneration...

Transformative
learning involves
changes in
perspective...

...to form
professionals

that can foster more
just realities...

Discover-

part of the
learning...

for more just and sustainable futures. For example,
inthe second year, students are exploring how the
smoking landscape has changed in the context of
e-cigarettes and vaping. A question they are pon-
dering is what is the relationship between the
productive and machinery educational ap-
proach and smoking for teenagers 13/14
years of age? In the third year, students are
understanding food systems by using map-
ping to see patterns and explore the relationship
between human action and soil quality. They are
using the map as an inquiry tool. An emerging
question is, for example: How does a change in
context influence the food choices of students
who have just started living away from home?

Inthe first two years, the focus is not on the «need
to cover content», but on discovering through
dialogue, reading, observing and envisioning. The
focusis oninquiring, on reflection and onlearn-
ing to learn, on the acquisition of mental mod-
els, andlearning with peers. The focus s less
on lecturing and more on supporting, model-
ling and facilitating. The goal is to guide the
reflective gaze towards understanding.?

Throughout the three years the focus is on becom-
ing aware. Becoming aware of the reality that we
are part of, the systems that form us and that we
form, the contexts in which we live and work, and
how we interact in them, becoming aware of
how we influence and transform these sys-
tems for better or worse. Students and in-

tions throughout the programme include: Which To understand structors become aware of their thinking,
are the circumstances that require care? Who is design management { s rocesses and models, the biases in
as a process of inquiry

involved? Why does it happen? Where does it
happen? What matters? Who determines what
matters? What are the diverse perspectives?
What are the co-dependencies? How can the sit-
uation be transformed? How can human action
be redesigned and aligned with nature? How
do we want to design in this context?

What matters?
Who determines
what matters?

Inthe first year, the goal is to understand peo-
ple in the context of everyday activities. To
understand design management as a process of
inquiry and planning. To understand the value of
design management research as a systemic ap-
proach to address complex problems. In the sec-
ond year, students learn in the context of framed
situations. Students apply design management
research processes to overcome current organi-
sational challenges, by collaborating with the peo-
ple involved in the situation while addressing
complexity. In the third year, students learn to

frame situations. They identify matters of con-
cern, learn about specific circumstances by ap-
plying systemic and beyond-human-centred ap-
proaches, and create possible courses of action

and planning.

What are
the co-de-
pendencies?

...foster skills
to capture
complexity ...

this thinking, the wrong assumptions and
judgement.

Edgard Morin highlights the fact that, as humanity,
we have gained unprecedented knowledge about
the world. He also highlights that in this process,
«error, ignorance and blindness» have advanced
in parallel to the development of knowledge.” Mor-
in claims that we need to become aware of «the
nature and the consequences of paradigms that
mutilate knowledge and disfigure reality»;* name-
ly, the temptation to isolate, reduce and simplify

reality. Hence, at the Design Management Inter-

national programme we foster skills to capture
complexity and to deal with it. Morin defines com-
plexity as «the fabric of events, actions, interac-
tions, retroactions, determinations, and
chance»? that form our phenomenal world. To
help students deal with complexity, the pro-
gramme adopts «systemic thinking», thinking
in terms of relationships, patterns and con-
texts.?? Connecting is key, but connecting is not
a straightforward process. Seeing, feeling, and
sensing the connection between humans and na-



ture is essential. Connecting also requires ques-
tioning epistemologies of crisis, where it is urgent
to do better. Bestintentionsin the past have shown
that epistemologies of crisis can be harmful. Living
in relationship requires moving beyond solu-
tion-oriented action. Acting unaware of depend-
ency and complexity might obscure the circum-
stances we live in. Learning to sense the interde-
pendencies, including sensing the classroom as
an interconnected system, is at the core of the

...questioning

new curriculum.

Seeing, feeling,
and sensing the
connection between
humans and nature is
essential.

epistemologies of

Crisis...

...we foster
skills to capture
complexity and
to deal with it.
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«Three Choices»

Jan-Christoph Zoels, Karin Fink and Andreas Unteidig

«We basically have three choices:
mitigation, adaptation, and suffering.
We are going to do some of each.

The question is what the mix is

going to be.»

- John Holdren, 2007*

Climate change and related emergencies are our
key challenges. While design education has ad-
dressed sustainability through various lenses -
material research, cradle-to-cradle design, circu-
lar economy, participatory design approaches to
social innovation, and co-creation to prototyping
regulations - much remains to be done. The choic-

What can design bring

these gases - e.g., by increasing the size of for-
ests.»? Further examples include experimental
geoengineering approaches to reduce solar radi-
ation or augment photosynthesis, negative emis-
sions technologies such as direct air carbon cap-
ture and sequestration, ocean fertilisation, or more
conventional decarbonisation approaches such
as renewable energies, biomass construction, re-
forestation and wetland reconstruction.

While the latter examples have a low likelihood of
negative repercussions, the more experi-
mental approaches «carry a lot of un-
certainty and risk in terms of practical
large-scale deployment,»® according
to Fawzy et al. The /PPC Sixth Assess-

PR
es outlined in this statement by John Holdren, a to mltl.gatl'on. ment Report on impacts, adaptation

former senior science advisor to the Obama ad- \ 1S OUr contrlbutlop PIO- / and vulnerability confidently states,
ministration, frame potential directions to address found or practical «Solar radiation modification approach-

the climate crisis in the design education curric- enough?
ulum and to connect design education to the
broader scientific discourse. We examine each of
Holdren’s choices as action and opportunity areas
for designers. We briefly contextualise the new
Master in Eco-Social Design (ESD) programme at

the Lucerne School of Design and Art, which ex-

plores the wicked problems of living within The
the planet’s ecological limits. European
Environmental
Mitigation approaches tackle the root Agency describes
causes of climate change, e.g., by reduc- \ mitigation as prevent-
ing emissions and changes in behaviour- ing or reducing
al patterns and societal paradigms. The greenhouse gas
European Environmental Agency de-| emissions into the
scribes mitigation as preventing or reduc- \ atmosphere and
ing greenhouse gas emissions into the \ offers (predom-
atmosphere and offers (predominantly inantly techni-
technical) examples: «by reducing the sourc- cal)

es of these gases - e.g., by increasing the share | examples

of renewable energies, or establishing a cleaner
mobility system - or by enhancing the storage of

es, if they were to be implemented, intro-
duce awiderrange of new risks to people and
ecosystems, which are not well understood.»*

Challenging questions emerge
for designers:

How might we contribute to a shift in societal par-
adigms, values and mindsets? How might we foster
participatory decision-making methods to scale
mitigation strategies? What can design bring to mit-
igation? Is our contribution profound or practical
enough? Do we understand the science, complex
Stakeholder networks, systemic nature, and impli-
cations of our interventions? How do we address
the social dimension in equitable and just ways?
How might we inspire students to move from people
to planet-centric design approaches?

Adaptation describes the preparation of our com-
munities and ourselves for current and future im-
pacts. Measures include large-scale infrastructure



changes, such as building defenses to protect
against rising sea levels, flood barriers and storm

drains, urban planning initiatives such as edible

cities and 15 min neighbourhoods, energy-effi-
ciency improvements to the existing building
stock, environmental land management schemes,
nature-based solutions such as rewilding and
ecosystem reconstruction, urban agriculture,
vertical farming, and water management,
as well behavioural shifts, such as individ-
uals reducing their food waste, changing

their diet, mobility or consumption patterns
... Adaptation can be understood as adjusting
to climate change’s current and future effects.

Adapta-
tion can be
understood as
adjusting to climate
change’s current and
future effects.

The IPCC Sixth Assessment Report describes cli-
mate-sensitive health outcomes under three ad-
aptation scenarios - limited, incomplete or proac-
tive. How might we help policymakers, communities,
and individuals to understand the result of their
(non)-actions? How can we go beyond local-scale
initiatives to address the socioeconomic costs of
maintaining and reconstructing countries overpro-
portionally struck by climate disasters? How do we
manage the uneven distribution of climate dangers?

Further questions arise:

How might we map stakeholder inter-
actions, such as losses and opportu-
nities within our communities? How
can we expedite our societies’ adap-
tation to climate crisis and biodiver-
sity loss? What actions can we mod-
el toward more sustainable, solidar-
ity, just, and resilient futures? What
kind of stories help build momentum
toward proactive adaptation?

In 2022, Italy
experienced five
heatwaves of 35+ de-
grees Celsius, southern
Switzerland a persis-
tent drought...

Pakistan suffered

from temporary problem-solving approaches to re-
silient communities of care? How do we overcome
the value-action gap in our individual behaviours?
Opportunity areas might include humanitarian as-
sistance, disaster relief, food security, population
displacement and people/planet-centric service
design for regional and global institutions.

Designers are starting to address adaptation and
suffering, but are we equipped to contribute to
mitigation? How do we want to live together? And
how do we get there? How will we design/work a
generation from now? What new competencies do
we need to develop as designers? What new pro-
fessional roles will evolve? Which cgame changers»
will shape our expectations for the future?

So far the 21st century has been marked by a mul-
titude of systemic, interconnected crises, which
challenge designers to reimagine long-held beliefs,
dependencies, and established ways of doing
things and act out of a sound understanding of
sociotechnical and natural systems. To this end,
ESD applies a systemic perspective on human and
non-human stakeholders and their interrelation-
ships within the planet’s ecological limits. This
transdisciplinary design approach seeks to ex-
pand not only the roles, capacities and alliances
inwhich designers collaborate but also the scope
of what is understood as designable.

Design can contribute directly to various fields of
knowledge for sustainability transitions, as many
aspects are aninherent part of the design practice:

Future Literacy: The ability to imagine a de-
sirable future and translate visions into
pathways of action. The ability to think
about values and to create (normative)

Suffering, the last choice offered by John Holdren, the worst floods in frameworks, goals and targets.

describes the direct or mediated experience of . . . System Literacy: The ability to analyse

the rapidly growing number of individuals and 1 hlStorY’ while neaﬂy complex problems in a current state
PIEY 80,000 fires raged in K

communities negatively (or even severely) impact-
ed by climate emergencies. In 2022, Italy experi-
enced five heatwaves of 35+ degrees Celsius,
southern Switzerland a persistent drought, and
Pakistan suffered the worst floods in its history,
while nearly 80,000 fires raged in the Amazon.
Without forward-thinking mitigation and ad-
aptation approaches, the third «choice»
may take over as the prevalent modus
operandi for responding to the climate
crisis.

The self, the

Some questions for designers include:

How might we address the suffering we inflict upon
our world due to the predominant orientation to-
wards growth and consumption? How can we move
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the Amazon.

commons and the
planet are at the centre of
our design interventions to
cope with today’s
systemic challenges.

and in its history.

Transformative Literacy: The ability to
foster and host collaborative processes and

innovation, to bridge the gaps between differ-

ent mindsets and approaches.

With the new Master in Eco-Social Design pro-
gramme at HSLU, we provide a platform for de-
signers to hone these abilities and to explore
new roles for designers to apply collaborative
and practice-oriented design approaches to
address social, environmental, economic and
culturalissues. The self, the commons and the
planet are at the centre of our design interventions
to cope with today’s systemic challenges. The pro-
gramme is concerned with the well-being of pres-
ent and future societies and explores established



and emerging roles for designers to contribute to
the eco-social transformation.

To this end, we consider and further develop the
following design strategies:

Post-solutionism: Instead of proclaiming the «one
way» of doing things right, the MA in Eco-So-
cial Design programme is structured as a plat-
form for collective and open exploration and
experimentation.

Optimistic attitude: The focus lies on the for-
ward-looking development of new strategies
and roles for designers to contribute to more
sustainable, resilient and just futures.

The confluence of different worlds: The programme
cultivates inter- and transdisciplinarity and
functions as a space for both intellectual and
design-practical experimentation.

Positioning diversity of methods and subjects
(through project and focus modules) as a
strength: Developing and sharpening one’s
interpretation and practice as an eco-social
designer.

Utopia and professionalisation: Wanting to change
existing conditions, but at the same time be-
ing able to act within them. Graduate studies
as a place for utopias that inspire concrete
solutions.

Students of ESD become agents of change who
navigate complex systems, collaborate with hu-
man and non-human actors and design interven-
tions at various scales - from policymaking to pro-
totyping regulations, community activism and in-
dividual actions. The programme and its network
of partners from academia, culture, NGOs and
industry provide students with the infrastructure
to explore and develop such stances in discourse
and practice.

«When we quit thinking primarily about ourselves
and our own self-preservation, we undergo a truly
heroic transformation of consciousness.»

- Joseph Campbell
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facets of graphic design and also
works as a curator and networker.

Silvia Henke is a cultural scholar,
and since 2001 a professor of cultur-
al theory at the Lucerne School of Art
and Design. She lectures in the
Bachelor’s and Master’s programmes,
with emphases in art and art
education, auto-ethnography and
aesthetic thought. Her research
emphases are on art and policy, art
and religion, and on art and eco-
aesthetics. In addition, she works as
a free-lance commentator and
translator. She studied German and
French philology as well as philoso-
phy and art history at the universities
of Basel and Hamburg, where she
earned her doctorate in the theory
of drama. From 1990 to 2000 she
lectured on modern German
literature at the University of Basel.
Her most recent publication

(in collaboration with Dieter Mersch,
Thomas Stréssle, and Nicolaj van

der Meulen): Manifesto of Artistic
Research. A Defense Against Its
Advocates, Zurich 2020.

For further publications,

see www.silviahenke.ch.

Jacqueline Holzer has heen
dean of the Lucerne School of

Art and Design since 1 March 2022.
Before starting this position, she

was the vice dean for Interdisciplinar-
ity and Transformation. From

2013 to 2020 she headed the Theatre
programme at the Zurich University
of the Arts. Over a period of ten years,
she was a professor at the Lucerne
School of Business; in 2009 she was
avisiting professor at the University
of Edinburgh. She has performed
research on cultural studies, and the
sociology of science and innovation.



Karina Kaindl studied
anthropology, economics and geog-
raphy at the University of Basel.

She worked as an exhibition organiser
and research associate at the
Museum der Kulturen Basel, as a
project manager at WHO and

the University of Geneva, and as a
project officer at a philanthropic
foundation. After several study and
research stays in Ghana, Bolivia,
Peru, China and India, she joined the
Lucerne School of Art & Design

in 2012 as quality officer and project
head specializing in curriculum
development, sustainability and
internationalization.

San Keller is co-head of the
Bachelor’s programme in Fine Arts
and Art & Design Education at
Lucerne School of Art and Design.He
is well known for his participatory
performances and ephemeral actions,
whichfrequentlyapproximate

social experiments. The overall tone
of Keller's oeuvre is critical, con-
ceptual and playful and reflects on
the relationship between art and

life. His investigation of art as service
provision ultimately gives the
audience the opportunity to question
outdated paradigms and experi-
ence them in a new way while also
placing them under critical scrutiny.
His actions start with contractual
arrangements that set out the rules
for his works, but since these rely

on the participation of others, the
course they take and their ultimate
outcomes remain unpredictable.

Thomas Kniisel lives and works
in Zurich and Lucerne. He studied
fine arts and media art at the Lucerne
School of Art and Design and the
Zurich University of the Arts, where
he completed a Master of Fine

Arts degree in 2016. Since 2018 he
has been working at the Lucerne
School of Art and Design, where he
helped develop the Media Lab and
taught in the Camera Arts study
programme. He now runs the school’s
new MediaDock. Kniiselis also a
senior research associate to Profes-
sor Karin Sander at ETH Zurich. In

his artistic practice he assembles
various media, materials and
artefacts into prototype systems that
raise questions about the relation-
ship between subjective perception
and scientific certainty. His works
have been published and exhibited
both nationally and internationally.
See www.tknusel.ch for more
information.

Florian Krautkramer is a
film and media scholar and heads up
the interdisciplinary programme
+Colabor at the Lucerne School of Art
and Design. Previously he held a
deputy professorship in film studies
at Johannes Gutenberg University
Mainz and was a research associate
at Braunschweig University of Art.
He earned his doctorate degree with
a thesis on Schrift im Film (Writing

in Film) and realised several experi-
mental and documentary films.

His research includes documentary
film, film theory and film industry.
He is currently the head of a SNSF
research project about interactive
documentaries.

100 /101

Rachel Mader is an art scholar.
Since 2012 she has been head of

the Competence Center for Art and
Design in Public Space at the
Lucerne School of Art and Design.
She is in charge of practice-oriented
research projects on artistic self-
organisation and cultural policies, art
mediation, collecting ephemeral

art (live performances), art schools
as heterotopias, as well as projects
situated in basic research on
subjects such as artistic research,
institutional studies, ambiguity in

art, and art and politics. Rachel Mader
is co-president of the Swiss Artistic
Research Network (SARN), and she is
one of the principal investigators

of the research project Fliichtiges
Sammeln [Collecting the Ephemeral].

Klaus Marek studied product
design at the University of Design
Schwabisch Gmiind and architecture
at the University of Stuttgart.

As a product designer he took part in
various studies and design-on-

site projects for the Design Office
Produktentwicklung Roericht in

Ulm and worked for the Trendhiiro
Hamburg under Mathias Horx
researching trends and future devel-
opments. As an architect he worked
for the Basel Architects Herzog & de
Meuron on various types of projects.
As an independent designer he
participated in various cooperative
projects, among them the conceptu-
alization and design of writing
instruments for STABILO. Until 2018
he was also lecturer in product

and process design at the University
of Design Schwabisch Gmiind.
Since 2015 he has been a lecturer in
the Master’s degree programme

at the Lucerne School of Art and
Design; in 2017 he joined the research
team of the Competence Center
Visual Narrative, and since 2020 he
has been head of the Bachelor’s
programme in Spatial Design.



Guillermina Noél is a design
researcher and educator. She is head
of the Design Management, Interna-
tional Bachelor’s programme at the
Lucerne School of Art and Design.
She holds a PhD in Design Sciences
from the University IUAV of Venice,
Italy. Guillermina applies a beyond-
human-centred, evidence-based,
and outcomes-oriented approach to
design. Prior to joining the Lucerne
School of Art and Design, Guillermina
was a design researcher at the
Faculty of Medicine & Dentistry, Uni-
versity of Alberta, Canada.
Guillermina works with multidiscipli-
nary health teams to improve

care practices and implement health
research into practice to influence
everyday decisions. She is the director
of the Health Design Network, a
platform which enables health design
professionals to exchange knowl-
edge. Guillermina is a member of the
Competence Center for Design

and Management, also at the Lucerne
School of Art and Design. She is
currently interested in the improve-
ment of design education.
Guillermina is engaging in a process
of reflection to re-examine what

we are doing, why we are doing it,
and which current practices require
change. She is exploring what

is needed to achieve high-quality
design education.

Alexandra Pfammatter

is a Swiss media artist. She holds a
Bachelor’s degree in Camera Arts
from the Lucerne School of Art and
Design and completed her Master’s
degree in Computational Arts at
Goldsmiths, University of London.
Since 2022 she has been an
associate of the MediaDock at the
Lucerne School of Art and Design.

Elke Rentemeisterisa
trained design technician who stud-
ied film and television studies,

social psychology and anthropology,
and communication studies at

Ruhr University in Bochum. She works
as a senior researcher in the
Competence Center Visual Narrative
of the Lucerne School of Art and
Design. Inaddition, she teaches media
theory and experimental approach-
es to audiovisual media design in the
Master’s programmes Film and
Animation. Her research and teaching
activities explore alternative aesthet-
ics, new formats and technologies.

Nicole Rickli Wasem has a
degree in business economics and
has been the head of Administration
and Infrastructure at the Lucerne
School of Art and Design since 2014
She previously worked for 15 years
as managing director of a patent law
firm.

Christoph Schindler
studied architecture at TU Kaisers-
lautern and received his doctorate
from ETH Zurich. Since 2005 he has
been a partner at schindlersalmerdn
in Zurich, responsible for product
development with a focus on contract
furniture and individual pieces. In
2014 he became head of the Object
Design programme at the Lucerne
School of Art and Design.

Dagmar Steffen studied
product design at the University of Art
and Design Offenbach am Main

and at the Edinburgh College of Art,
followed by many years of free-lance
work as a design journalist, author
and exhibition curator. She has been
teaching at several design acade-
mies in Germany while carrying out
research through visits at the Aalto
School of Art, Design and Architecture
in Helsinki. She earned her PhD

with a thesis on the interplay of theory
and practice in use-inspired hasic
research, and in experimental design
at the University of Wuppertal.

She joined the Lucerne School of Art
and Design in 2008 as a design
researcher at the Competence Center
for Design and Management and as

a lecturer and mentor in the Bachelor’s
and Master’s programmes in

Product Design. Her teaching covers
product semantics, material culture,
history and theories of design.

Andreas Unteidig is a design
researcher concerned with how we
(as societies, businesses, and
organisations) organise necessary
transitions toward more sustainable,
just, and resilient futures. He is
co-leading the Master’s programme
in Eco-Social Design at HSLU and

is an associated researcher at the
Weizenbaum Institute for the
Networked Society in Berlin. He
studied Design at KoIn International
School of Design and Parsons/

The New School and holds a PhD
from Berlin University of the Arts.

As a consultant, Andreas helps
initiate, inform and design change
processes in collaboration with
stakeholders from academia and civil
society as well as from industry and
the public sector.



Sebastian Utzni is co-head of
the Bachelor’s programme in Fine
Arts and Art & Design Education at the
Lucerne School of Art and Design.

He is a story collector and storyteller,
avisual artist working between and
across various disciplines. He believes
that everything is (probably) con-
nected and he tries to make sense of
these connections without search-
ing for any grand unifying theory:
«My work has no direct political
message. | am not expressing what
people should think or how they
should act. For me, my work is more
about making things visible. | try

to create tools that allow people to
start thinking or feeling about things
happening.» Recent exhibitions
include Weltkunstzimmer Diisseldorf
2022, Museum fiir Druckkunst
Leipzig 2021, Kunstmuseum Luzern
2020, Art Cologne 2019, Art Brussels
2019, Kunstmuseum Reutlingen
2019, NADA New York 2018, Palais de
Beaux Arts (BOZAR) Brussels 2018,
Art Rotterdam 2017, Herrmann
Germann Contemporary Zurich 2017,
0.T. Raum fiir aktuelle Kunst

Luzern 2017, Haus Konstruktiv Zurich
2016, Helmhaus Zurich 2016,
Kunstmuseum Olten 2016 etc.
www.sebastianutzni.com

Birk Weiberg studied art
history, media theory, philosophy and
media arts in Karlsruhe and Berlin.
He earned his PhD in art history from
the University of Zurich with a thesis
on the development of optical effects
in Hollywood cinema. He has been
researching and teaching at the
Zurich University of the Arts and the
Lucerne School of Art and Design.
His current research interests include
the histories and aesthetics of
photographic images, post-digital
culture, artistic practices and
research, and the digital transforma-
tion of research practices. At the
Lucerne School of Art and Design he
is project head for Interdisciplinari-
ty and Transformation and teaches in
the Bachelor’s programme Data
Design + Art.

Jan-Christoph Zoels s
head of the Master’s programmes
in design (Design, Digital Ideation,
Eco-Social Design, Service Design)
at the Lucerne School of Art and
Design. He is a founding partner of
Experientia, a service design studio
in Turin and Basel. He advocates for
a strategic integration of behavioural
modelling, design, prototyping

and iterative testing to improve the
sustainability of products, services,
environments, and systems.
Originally from Germany, he taught
at Rhode Island School of Design
(RISD) and was a senior designer at
Sony and director of information
architecture at Sapient. Returning to
Italy, he joined Interaction Design
Institute Ivrea (IDII) as a senior asso-
ciate professor, where he ran
business innovation workshops called
Applied Dreams. He has also

taught at Jan Van Eyck Academy
(Netherlands), Samsung’s Innovative
Design Lahoratory (Korea),
Copenhagen Institute for Interaction
Design (Denmark), UGA Terry
Business School (USA), Free
University of Bozen-Bolzano,
Politecnico di Milano, and Domus
Academy (Italy).
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Nummer

The Nummer series covers current focus areas and
developments at the Lucerne School of Art and
Design. It is published in loose sequence at a rate
of approximately one issue per year. The publica-
tions bring together texts and images from various
contexts of research, higher education and
further education along with features on special
events, conferences and anniversaries.

Series editor
Lucerne School of Art and Design,
Jacqueline Holzer

Previous issues:

Nummer 1(2011)

urban.art.marks

Kunst erforscht den Raum der Stadt
[urban.art.marks. Artistic Research
and Urban Space]

ed. Gabriela Christen

Nummer 2 (2012)

Destination Kultur

Die Kultur des Tourismus

[Destination Culture. The Culture of Tourism]
ed. Peter Spillmann

Nummer 3 (2014)

Postdigitale Materialitat

Vom Dialog des Handwerks mit den Optionen
des Virtuellen

[Post-Digital Materiality. On the Dialogue
between Craft and the Options of the Virtual]
ed. Gabriela Christen

Nummer 4 (2014)

Made by...

Textilien im Zentrum

[Made by... Textiles Front and Centre]
ed. Tina Moor

Nummer 5 (2015)

Ultrashort | Reframed

eds. Elke Rentemeister, Fred Truniger,
Stefanie Brauer, Robert Miiller and Ute Holl

Nummer 6 (2016)
Nordwarts
[Northwards]

ed. Gabriela Christen

Nummer 7 (2017)

Handwerker, Visionare, Weltgestalter?
[Artisans, Visionaries, World Makers?]
eds. Wolfgang Briickle, Silvia Henke and
Marie-Louise Nigg

Nummer 8 (2018)

Forschung an den Ubergingen

Research at the Transitions

eds. Sabine Junginger, Rachel Mader, Isabel Rosa
Muggler, Axel Vogelsang, Andrea Weber Marin
and Martin Wiedmer

Nummer 9 (2019)

Artistic Education

[Kunstlerische Vermittlung, deutsche Fassung
unter www.hslu.ch/artisticeducation]

eds. Wolfgang Briickle and Sabine Gebhardt Fink

Nummer 10 (2021)
Post-Photography
eds. Wolfgang Briickle and Salvatore Vitale
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Photos (cover and inside)

The photos are part of an ongoing series document-
ing the process of material experiments in the
studio of Martin Heynen. Starting out as an envi-
ronmental engineer Martin Heynen did a degree
change graduating at the Lucerne School of Art
and Design in 2017. Since then he lives and works
as an artist in Zurich.

www.martinheynen.com
@martinheynen



Nummer 11 «Update Available»

The Lucerne School of Art and Design has undergone a pro-
found transformation process. In the course of developing

the Bachelor curriculum, the individual programmes were
examined: Are students sufficiently prepared for (digital)
change when they graduate? Are they able to realize trans-
formations through critical thinking? Do they have enough
self-confidence and empathy to collaborate in diverse teams?
Addressing these questions resulted in a fundamental up-
date of the education programmes. The publication «Update
Available» follows the ups and downs of this process.

Die Hochschule Luzern — Design & Kunst hat einen tiefgrei-
fenden Transformationsprozess durchlaufen. Im Zuge einer
Entwicklung des Bachelor-Curriculums wurden die Studien-
richtungen durchleuchtet: Sind die Studierenden nach ihrem
Abschluss geniigend auf den (digitalen) Wandel vorbereitet?
Vermdgen sie kritisch denkend Transformationen zu reali-
sieren? Vertligen sie tiber gentigend Selbstbewusstsein und
Empathie, um in diversen Teams zusammenzuarbeiten?

Die Bearbeitung dieser Fragen miindete in einem grundlegen-
den Update der Aushildung. Die Publikation «Update Available»
folgt dem Entstehen der neuen Curricula.





