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id ion against enwi | infl such as

heat. cnmsmn, or mechanical gtrain. They can also be used to
change an object’s surface-material properties such as electrical
conductivity, slasticity, or water and sir permeabitity.
Thare 184 range of [ {lable for applying less and
permanently adhesive surface layers to an object. These include
varlous chemieal, mechanicpl, thermal, or thermo-mechanical
processes like vaporizing and spraying, or immersion in electro-
plaring baths. Coatings are often quice complex in and of them-
selves, consisting of severnl separate cohesive layers that per-
form different yet eoordinating functions.

In addition to defining the particular physical and chemical prop-
erdes of an object's surface, coatings play an important role In
the intcrfwe b and product. By determining the

jon [color, (-3) haptcii ) of any given prod-

uet, comlngs are often key fm In determining its matket sue-
cess of fallure, In a world where the functions and attributes of de-
signed products are increasingly difficult to distingulsh from one
another, costinge have also become critical to the process of prod-
uct differentiation and () branding,
1n recent yeurs, a8 developers have come to fully recognize the sig-
niflcance of coatings in brand recognition, sales, and functionality,

v in de-ign technologies have made it pmaiblehnprwide
on | i of products with sophlsticated and func-
tion-specific desismble coatings. A growing number of products
today are designed with coatings intended to address specific (=}
target groups through the use of sesthetic {3} styling. In this way,
eoatings are also significant at the semiotic level (> Semiatics), re-
flecting the general soclo-cultural () trends of the market at any
given moment. [n an age where production cycles are getting
shorter and product differentiation s key, coatings are taking on
1 new degree of significance for designers today. A + HF |
- Customization, lnterfoce Design, Materials

COLLABORATIVE
DESIGN

Until relatively recently, design was commonly perceived as a pre-
dominantly individual activity; the designer, trained in his or
her {-¥) craft, was expected to identify, frame, and solve a deslgn
probiem more or less in isolation from others. In the twenty-first
tcnmry, howcver. uua pcrnepdcm of the (=) design process 15
ing incr r d from actual practioe. Degigners
today routinely work in teams, collaborating to create proces-
ses and products that reflect the different kinds of expertise
gst the team memb and designers who are not skilled

as collaboratars are Increasingly unlikely to be successful.
Even in the most prototypically individualistic ventures, design-
ers have always worked with others, whether directly or indi-

a5



rectly. The needs and desires of clients and endusers for in-
stance affect both the p and prod that dest, cre-
ate. At a very broad Iml the oonsuming public's embnoe ar
dlsdain of 2 deeigner's work is a Iargwu!e collaboration with
the desig bly infl g what the designer does
next, All design always has been and an will be collabarative
in the sense that multiple parties commission, influence, and
require jterative change in what any given designer does.

Design a5 & process Is akin to other activities that have often been
conceptualized a3 isokated practices but in reality require collabo-
rative and dislogic contexts (as argued by multiple social scientists
and theoristg). For i design is ecllal ive in the same
sense that the tennis player's ace depends not only of the tennis
player's own efforts, but also on the opponent’s not retuming it—
or in the sense that in conversation, a speaker shifts and molds
her utterances based an her partner's ongoing mm-hm’s and
what's. Whenever a designer changes a () prototype based on a
client or usr's real ar even antcipated feedback, a farm of cotlab-
Orative design has taken place, Therefore, even in sttustions where
there is  single credited designer, there are multiple collaborators
involved, whether imagined (the product’s eventual ugers) or real
{the clientor who provide | tve feedback at various
points in the degign process).

Despite the fact that all degign can be aaid to be inkerently coliah-
orative, the term “collaborative design” most typically refers to de-
sign activities cerried out within design teams. These teams con-
sist of various collab {team bers) who are active in
the creative process. Some teams have a singie leader who Is ult-
mately responsible for the process and outcome, while others in-
volve g more distributed and consensual process with na one party
in charge, They tmay be composed of individuals with drastically
different aress of expertise, or similar backgrounds and flebds of
practice. The process of design differs according to the composi-
tion and structure of r.hz team. When teatm members come from
similar fields of  theyg Ilyapproach the design prob-
lem from a slmlht working methodology. On the other hand,
when there is a wide and disparate range of expertise involved,
the process is as much about eoordinating the activity of design
aswell asit is aboul producing the outcome. Collaborative dengn
of this sort i g fally interdisciplinary (- Discipling),
and requires abmdthofundemndingbeyond whatsoloor disci-
pline-specific collaborative designs require.

No matter the structure or nature of the team, methods of
clear communication are central to collabotative design. The
process Invalves the 2ime huran dynamics that are present in
any other group effort, with dim: of power, polit §

soctal distance, and cross-cultural differences clearly at work.
Although many design teams still utilize group () brain-
storming sessions around a table {as embodied in the studio
maodel), the tise of cross-global design pm_lecta (- Cross-
culturol Design, Giobolization) hag d members of
the same team communicating solely via remoie media. This
shift has resulted in a growing need to understand the ele-
ments of collaborative skill, and how those skills differ in the
context of different communication media (face to face vs. via
agynchronous blogs vs. instant messaging vs. desktop video-
conferencing, and o on) and in a variety of languages.
{->) Research is currently being conducted into the dynamics of de-
ulp: tnm.l and although it is unlikely that definitive cutcomes
ful collab will berudled. itiy cl:zr that
underulnding llaborutive skill will b an | ingly im-
portant dl:lnzm. of putting mgcth:r teams, flcmuting ‘their
work, and maining the next g ions of dest
= GJmmunmuam. lntayutmn, Participotory De:m Prublsm

Salving

COLLECTIONS

-» Desigrn Museums, Fashion Design

COMMERCIAL

-2 Advartiggment

COMMUNICATION
DESIGN

- Grophic Design, Visuol Communication

COMMUNICATIONS

The word "cowtmunicaton mears “1o lmpare,
share,” lterally “to make common.™ It is de-
rived from the Latin: communieare o com-
munis. Cosununis it @ combination of com
fmeuning “together,” “common"} and moenia
{~defenshur walls”} which ic related ¢o muras
(wall~). Az a literal translation from the
Latin, “communication™ con thus be described
ai sumething along the lixes of “waiking
around wickin the same walls,” This descrip-
rion of the word ieads o 0 curions and, itk
mately, plausible contradiciion: it indicates
thar communication Dasically dercribes «
procass thai i Bounded. In otfer words, it ng-
eaci thit comistinication & basnd on exclu-
stveness and not openended (-3}

On reflection, the paradax inherent in a universally accepted def-
inidon of communication is appropriate, because those who par-
ticipate in communication are privy to a shared language and
congruent knowledge of all the relevant signs (including ges-
tures, body language, fashion}, which excludes all those not fa-

millar with the foreign 11 ge or regional cultural sys-
tem. This reality is problematic becluu. historically ag well as
today, communication is ardently (even idealogically) presented
a5 an enthusiasits promater of openness and integration—and
design in particular often professes to develop communicative
methods for as many as possible, ideally for everyone.

This problem has become even more aggravated over the past
few decades, Increasing tnigration has led to more drastic na-
tonal nguistic and reglonal culturul barriers, fucling soclal seg-
regation and partially dissolving communicatve bonds. On the
other hand, this complexity has generated hybrid forms of lan-

guage and sp d other means of communication, making the
task of defining communication media all the more difficult.
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